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Faust, at the Metropolitan Opera. Swords clash in the duel scene, a 
soldier sinks to the ground ... curtain! Valentine, so recently fallen, gets 
up, dusts himself off, hurries out to telephone. Nearby, Mephistopheles, 
his villainies temporarily complete, sips a glass of water. Still feahes 
back-stage, in sound-proof rooms, other singers limber up their 
voices for the act fo come. In each room there is a piano. Each 
piano is a Knabe. Why a Knabe? Let the Director of the Metropolitan, 
Mr. Gatti-Casazza, antuee that question ...”We engage the finest 
fenor in the world, the most famous soprano, the most brilliant 
orchestra leader. And we are just as critical in the matter of select- 


ing a piano as in picking our singers... So we chose the Knabe.” 


Only the piano can eloquently portray the 
deepest emotions of the opera, the highest 
glories of the symphony, the simple beauties 
of folk melody. The Knabe brings to your home 
the same magnificent tone which won the 
approval of the Metropolitan Opera Company 
...as well as thousands of society people, musi- 
cians and every day folks. See the handsome 
new period models at your local dealer... or 
write for catalogue to Wm. Knabe & Co., 
Baltimore, Md... . $875 up. 
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Official Piano of the Metropolitan Opera Company 


With the Ampico in the Knabe, you can 
hear the lovely melodies of Faust played 
whenever you wish, and by the world’s 
great pianists. After Faust, perhaps you'd 
like a bit of jazz. Victor Arden and 
Adam Carroll will set your feet tingling’ 
with their fox trot duets; you'll under- 
stand why seats are always scarce for 
any show they appear in. And then, to 
smooth away the day’s worries, perhaps 
Rachmaninoff’s C Sharp Prelude played 


by the composer himself: or the Rigo- 


CONVENIENT TERMS 


letio Paraphrase or Foster’s Plantation 
Songs (a great favorite wilh the young- 
sters), or any of 2500 different selec- 
tions by such great arlists as Lhevinne, 
Brailowsky, Samaroff, Lopez, Youmans, 
or a hundred othets. Every crescendo 
or diminuendo, every bit of shading, 
or expression is preserved with fidelity. 
Only the Ampico does this; no other 
instrument may use the patented de- 
vices which reproduce exactly the artist's 
playing upon the piano. $2495. 
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Subscription Price, $2.00 a year 
in U. S. A. and Possessions, Argen- 
tine, Bolivia, Brazil, Colombia, Costa 
Cuba, Dominican Republic? 
Ecuador, El Salvador, Guatemala, 
Mexico, Nicaragua, Paraguay, Re- 

ublic of Honduras, Spain, Peru and 


Rica, 


Tuguay. 
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Canada, $2.25 per year. — Ass’t Editor. .. EDWAR 


All other countries, $2.72 per year. 
Single copy, Price 25 cents. 


Remittances should be made by 
money orders, bank check, registered 
or Unitec 
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stamps. 
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THE LITTLE THEATER OPERA COM- 
PANY of, New York and Brooklyn is reported 
to have given toward the close of the season a 
series of notable productions of opera in English, 
among which were Nicolai’s “Merry Wives of 
Windsor,” Biszet’s ““Djamileh’’ and “Bach’s only 
comedy opera, “Phoebus and Pan.” The or- 
ganization has been mentioned as an American 
version of the Opéra Comique of Paris. Promis- 
ing young singers are offered a chance to dis- 
play their ability. Galli-Curci is among the pa- 
trons of the movement and has contributed 
generously from her operatic wardrobe. 
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DAME NELLIE MELBA, now in England, 
has expressed her desire and interition to put 
all her energy and influence into Sir Thomas 
Beecham’s ‘“‘League of Opera’ project. With 
the business and artistic prestige of Sir Thomas 
and the popularity of Dame Melba, success for 
this movement, which should mean so much to 
musical England, would now seem assured. 
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MME. JULIE RIVE-KING, a great favorite 
of the last generation, and one of America’s 
first feminine pianists to win wide renown, gave 
a recital in Chicago, on February 27th. Now 
seyenty-four years of age, her ‘‘charm and 
competency” enabled her to excite “as keen a 
Stir as in the flush of her career.” 
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A DEBUSSY MEMORIAL CONCERT was 
given at Amsterdam, on January twenty-eighth, 
auger the auspices of the Holland Committee. 

he receipts, nearly twenty-nine thousand francs, 
were deposited at the French Legation, to be 
added to the fund being raised in Paris for the 
érection of a monument to the composer. <A 
similar festival in Buenos Aires recently con- 
tributed forty thousand francs to this fund. 
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IN THE TEXAS COMPOSERS’ CONTEST 
for the one thousand dollar prize offered by the 
Composers’ Club of San Antonio, the award has 
been divided between the co-winners, Carl Venth 
of Fort Worth and Mrs. Harwood Stacy of 
Austin. The judges were Alberto Bimboni, Ernest 
Schelling anit Boris Levenson. 


> 
DR. ADOLPH BRODSKY, principal of the 


Royal Manchester College of Music, England, 
sinée 1895, died there in rery- Born at 
Tanarog, Russia, in 1851, he claimed Tschai- 


kowsky as a personal friend. Dr. Brodsky came 
to the United States in 1890 to become leader 
of the Damrosch Symphony Society, which post 
he held till his going to Manchester. 
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_. WIDOWS. OF TWO 
FAMOUS NINETEENTH - 
CENTURY composers still 
survive. Mme. Nina Grieg, 
herself once an eminent pi- 
anist, who is now eighty- 
three years of age, partici- 
pated about a ang ago in 
a concert of her famous 

: » husband’s compositions, on 

Oe oe oe ey of 

is death. Cosima Wagner 

«Nixa Gates was ninety-one in January 

and now lives a quietly re- 

tired life at Bayreuth. Noted for her forceful 
will, it is mostly by her, influence that the widely- 
own Bayreuth Festivals are still continued 


lar; as a family organization and event, as 
was agner’s mn A 
4— y 
JULIUS VAN BEETHOVEN, a great-great 


hew of the composer and the last of the family 


tives bearing that illustrious name, is re- 
d to Save’ tial recently in Vienna. 
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Interesting and Important Items Gieaned in a Constant Watch on 
Happenings and Activities Pertaining to Things Musical Everywhere 


ARTHUR MIDDLETON, one of the best 
known of America’s concert and oratorio bari- 
tones, who had sung important r6les with both 
the Chicago and Metropolitan opera companies, 
died in Chicago, on February 16, at the age 
of forty-eight. 
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THE UNITED STATES ARMY BAND sailed 
on April 10th, for a series of sixty concerts in 
various countries of Europe, besides a_ special 
engagement at the Exposition at Seville. Music 
of the composers of all the American nations 
will be featured on the programs. 
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M. RHENE-RATON, the eminent French con- 
ductor, of Paris, led on February the sixteenth 
a grand concert in Berlin devoted entirely to 
the works of French and Russian composers. 
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THE BACH CANTATA CLUB of London, 
with the Right Reverend Lord Bishop of Oxford 
as president, and C. Kennedy-Scott as conductor, 
has given a chamber performance of the “B 
minor Mass.’’ A program of three of the secular 
cantatas was sung at the Royal Academy of 
Music on February 12th. 
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THE ROYAL BELGIAN BAND, known as 
“La Musique des Guides,” landed in New York 
on March 18th, for a three months “good-will” 
tour of the United States and Canada, under 
the immediate patronage of King Albert. An 
amusing incident of the pre-arrival of the or- 
ganization was a mid-ocean radiogram from 
Captain Arthur Prevost, conductor of the band, 
thanking the command of the American Army 
for the offer of cavalry horses for their parade 
to New York City Hall, but declining with the 
explanation: “Unfortunately your American 
horses do not speak French; and our musicians 
are naturally accustomed to giving all their com- 
mands to their mounts in the French language.” 
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A CONFERENCE OF ENGLISH-SPEAK- 
ING MUSICIANS is to be held at Lausanne, 
Switzerland, during the first week of August. 
It is an outgrowth of the “Field Day for Music 
Educationists, British and American,’’ which was 
held in London on July 7, 1928. Particulars 
may be had by addressing “Music Conference 
Registrar,’ 2 Albany Courtyard, Piccadilly, 
London, W. 1, England; or, 70 Fifth Avenue, 
New York City. 
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MOZART’S “DON GIOVANNI,” often men- 
tioned as “the masterpiece among operas,” is 


announced for a revival by the Metropolitan 
Opera Company early in the next season. Ezio 
Pinza is «to have the title role, with Pavel 


Ludikar as Leporello, Beniamino Gigli as Don 
Ottavio, Rosa Ponselle as Donna Anna, Elizabeth 
Rethberg as Donna Elvira and Lucrezia Bori as 
Zerlina. The Metropolitan Company has given 
this all-star opera with many notable casts in- 


cluding such names as_ Nordica, Sembrich, 
Eames, Gadski, Scotti, Bonci, Chaliapin and 
Plancon. 
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THE COLLEGE OF ST. NICHOLAS, named 
for the patron saint of choristers, and especially 
of choir-boys, has been established at* Chiselhurst, 
Kent, just out of London, England. It has been 
endowed as a center for the training of church 
musicians. Dr. Sidney H, Nicholson about a 
year ago resigned his position as organist of 
Westminster Abbey in order to devote his time 
to the development and leadership of the school. 
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ENGELBERT HUMPERDINCK’S HOME, at 
Boppart, Germany, has been purchased by the 
government to be remodeled and devoted to the 
uses of a museum of mementoes of the master. 


THE GUILD OF OPERATIC ARTS has been 
organized in New York, with the purpose of 
“preparing in America, American artists for 
Grand Opera,” for the eficonra ement of the per- 
formance of opera in English and to assist in 


the development of our American composers of. 


opera. 
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THE SEVENTH ST. CECILIA FESTIVAL 
was held at the Queen’s Hall of London, on 
February ninth. The chorus of five hundred 
women’s voices was drawn from London Girls’ 
Clubs, with Mr. Harvey Grace as conductor. 
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THE SOUTH CAROLINA STATE MUSIC 
TEACHERS’ ASSOCIATION, with William C. 
Mayfarth as president, met for its eighth annual 
convention, at Spartansburg, on February 25th. 
Among the speakers were Mrs. Crosby Adams, 
Frederick W. Wodell and James H. Hope, State 
Superintendent of Education. 
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HARRISON WILD, for thirty years conductor 
of the famous Apollo Club of Chicago, and 
since 1895 leader of the Mendelssohn Club of 
that city, died suddenly at his home, late in 
February. He had resigned leadership of the 
Apollo Club about three years ago, because of 
increased loss of hearing. Mr, Wild was proba- 
bly the most widely known pupil of Clarence 
Eddy, and he had held positions as organist in 
several leading churches of the city, as well as 
having been at one time official organist of the 
Auditorium. 
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THE EASTERN MUSIC SUPERVISORS 
CONFERENCE met in the Benjamin Franklin 
Hotel of Philadelphia, on March 13th to 15th. 
Leading speakers were: M. Claude Rosenberry, 
on ‘Extension of Equal Opportunities for mu- 
sic to all children;” Russell Carter, on “Better 


_Preparation for Better Teaching of Better Mu- 


sic;” George H. Gartlan, on “Songs and Choral 
Music;” Victor L. F. Rebmann, on “Instru- 
ments and Instrumental Music;” Jacob Kwal- 
wasser, on “Some Changes that would Result 
in a Better Balanced Program;’’ H. S. Wilder, on 
“Piano Classes;”? and James Francis Cooke, on 
“Musical Conditions Abroad.” Leading organ- 
izations furnishing musical entertainment at the 
meetings were: Cass Township Consolidated 
School Boys Chorus, under Miss Mary Mul- 
downy; The Philadelphia Musical Fund En- 
semble in a Chamber Music program; Girard 
College Band, under George O. Frey; Girard 
College Junior Hundred (Boys’ Chorus), under 
3ruce A. Carey; Temple University women’s 
Glee Club, under Minerva M. Bennett; and a 
recital on the great Wanamaker Organ by Charles 
M. Courboin, with Thaddeus Rich as Violin 
Soloist, and the Choral Art Society with Harry 
Alexander Matthews as conductor. 
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TOSCANINI’S THIRTIETH ANNIVERSA- 
RY as a conductor at La Scala was celebrated 
by the inauguration of a ‘Foundation Toscanini” 
for giving assistance in the education of children 
of the people connected with that opera house. 
In response to an appeal by the Mayor, a large 
sum was contributed by the Milanese. In con- 
nection with the celebration, the society which 
maintains the museum of the theater published 
a history of La Scala for the century and a 
half from 1778 to 1928. 
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OSSIP GABRILOWITSCH, while conduct- 
ing as “guest” his spring season of concerts 
with the Philadelphia Orchestra, found himself 
without a soloist for the B-flat Piano Concerto 
of Brahms, when Horowitz was suddenly taken 
ill. Rather than change the program, the 
assistant Conductor, Artur Rodzinski was called 
for duty with the baton and Gabrilowitsch 
took his place at the piano and gave an inspiring 
reading of the soloist’s score. 


x LET MUSIC BE YOUR SUMMER RECREATION! x 


le for manuscripts or 
photographs either while in their pos- 


PUBLISHED BY THEODORE PRESSER CO., 1712-1714 CHESTNUT STREET, PHILADELPHIA, PA. 


ANvRE MESSAGER 


ANDRE MESSAGER, the eminent lreuch 
composer, best known in America by his “Mme. 


Chrysanthéme, died in Paris on April 25th, 
at the age of seventy-five. He began his cafeer 
as a church organist and was appointed to St. 
Sulpice in 1874. In 1880 he became conductor 


of the Eden Theater of Brussels and from that 
time turned his attention almost entirely to oper- 
atic composition and conducting. He had held 
positions in Paris, at the Opéra Comiqte, the 
Opéra and as conductor of the Conservatoire 
concerts; and for a time he was artistic director 
of the Covent Garden Opera House of London. 
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SCHUBERT'S “ERL KING,” in manuscript, 
was recently sold at auction in Berlin, for five 
thousand dollars—probably more money than the 
unfortunate composer saw in his entire life. The 
manuscript of his Vergiss Mein Nicht brought 

75; Chopin’s Polonaise in A-fat Major, for 
piano, brought $2,250; Mendelssohn’s Forty- 
Second Psalm, $600; Beethoven’s Der Mann vom 
Wort, $495; and a letter from Mozart to his 
father, $225. : 
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S. WESLEY SEARS, organist of St. James’ 
Protestant Episcopal Church, and one of the most 
gifted and popular of Philadelphia organists, died 
from a short illness, on March 7th. He was 
a pupil of Widor, the eminent French organist, 
and of Sir Frederick Bridge who so long held 
the post at Westminster Abbey. 


*% — —~————- — -—___f 
THE MUSICAL CENTER OF AMERICA 


has been declared to be Laporte, Indiana, by 
a_ survey of the entire country recently taken. 


Nine per cent of the 15,158 inhabitants of 
Laporte are regular attendants upon musical 
events. The same statistics show that but four 


per cent of our general population attend concerts 
and recitals. Of the metropolitan centers, Chicago, 
and New York, less than one per cent of the 
population attend concerts. 


g dD 


FERNANDES ARBOS takes about seventy- 
five of the players of the Madrid Symphony 
Orchestra each year on a tour of Spain. owns 
of even four thousand inhabitants or less are 
visited in all parts of the country, the audiences 
being sometimes mostly peasants. Bach is re- 
ported to be the favorite composer, perhaps be- 
cause of the rhythmic force and virility of his 
music, Under Senor Arbos’ inspiring leadership 
the Madrid Symphony Orchestra has risen to a 
place of eminence among European musical or- 
ganizations, 


4» 
THE AUDITORIUM, so 


long the social and musical 
center of Chicago, heard, on 
January 26th, its last per- 
formance by the Chicago Civ- 
ic Opera Company. The opera 
was Gounod’s “Romeo et 
Juliette,” which had opened 
the first season in the Audi- 
torium, forty years ago, with 
Patti and a bevy of Italian 
singers in the cast; and for 
the closing event the leading 
roles were interpreted by two 
American artists, Edith Mason and Charles Hack- 
ett. At the opening of the next season the Chi- 
cago Civic Opera Company will go to the new 
home specially built for it on Wacker Drive. 
9 —___——— > 

PIETRO MASCAGNI, known throughout the 
musical world for his ‘Cavalleria Rusticana,” 
was admitted on January 30th, to ni rly 9 in 
the Royal Academy of San Luca in Rome. This 
“academy” is composed of the most eminent 
men in science, art, music, literature and 
government. 


ADELINA Patti 


(Continued on page 407) 
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CARL. VIOLIN INSTRUCTION 
T 139 West 97th Street New York City 
Telephone 1620 Riverside 


seat teh L. 
janist, Composer, Pedagogue 
B EC KER 610 Steinway Hall, New fork City 


(Method combines the Artistic and Scientific) 


Broad St. Conservatory of Music 
0 Gilbert Raynolds Combs, Director 
1827-81 8S. Broad St. Philadelphia, Pa, 
SYSTEM. Improved Music Study for 
D NN | | G beginners. Normal Training Classes 
Carre Louise Dunning, 8 W. 40th, N.Y. 


ARTHUR de—SINGING, 

G U | C H A R D {from Rudiments to 
Professional Excellence] 
MUSICOLOGIST, LECTURER, 176 Huntington Ave., Boston, Mass, 


School of Music and Arts 
N W Y RK Ralfe Leech Sterner, Director 
310 West 92nd Street 


INSTRUCTION. Summer Rate. Special 

N Sight-Reading Course. MMB. M. MARTIN. 
Leschetizky Exponent, 330 West 95th St., 
New York, N. Y. 


F.W. Piano and Organ Instruc- 

A ; ES B ER G tion based on personal instruction 
by Reinecke, Scharwenka & Liszt. 

PIANO & ORGAN N. ¥. School of Music and Arts, 


Tel. Circle 4500 
310 West 92nd Street New York, N, Y. 


SCHOOL OF MUSIC ; 
SUTO R Visuola Nommaicinsses, 


Frederick Schlieder, Creative, Musical Expression. 
Philadelphia, Pa., Lansdowne, Pa., 
1712 Chestnut Street, 243 W. Albemarle Aye, 
Phone, Spruce 4986 Phone, Lansdowne 5271 


CHARLES Correspondence Instruction, 
VE ON Mustcal Theory, Harmony, Melody Writing, 
Counterpoint and Musical Form, 


Tuition for each course is Twenty Dollars, payable one-half in 
advance—STATE TEACHERS COLLEGE, California, Penna. 


Mrs. A. K. 
| R G | L SOHOOL OF MUSIO 
411 West End Ave. New York 
SOUTHERN 


CONVERSE COLLEGES Hs’ 


SHENANDOAH COLLEGE 


AND CONSERVATORY OF MUSIC. Rates rensonable. 
Catalog free. In the heart of the Shenandoah Valley. 
Dayton, Virginia 


WESTERN 


CONSERVATORY 70 Instructors 
AM 9 R | C AN Piano, Voice, Organ, Violin, etc. 
Kimball Hall Chicago 


ANNA TOMLINSON (pupilof Leschetizky) 
BOYD Forty Normal Lessons for Piano Hand 

Development and Teaching Beginners and 
Advanced Pupils. Lists of music to develop each step 
analyzed technically and interpretively, $5.75. Teachers’ 
Summer Normal, University Extension Conservatory. 
640 Lyon & Healy Bldg., Chicago. 


ROY DAVID. American Pianist and 
OWN Teacher. Assistant and successor to the 
late Emil Liebling. A practical course 


of instruction for teachers and serious students. Pupils 
may enroll at any time. Circular and further informa- 
tion upon request. Roy David Brown, 905 Lyon & Healy 
Building, Chicago. 


Musical College. 60th year. Leading 

AGO School in America. Piano, : Vocal, 
Violin, Organ, Theory, P. 8. M. 60 E. 
v \e 


‘an Buren 8t., Chicago. 


Oouservatory of Mualc 
NAT | Estasiisuep 1867. HighlandAve. 
C | N C | N and Oak St. Cincinnati, Ohio 
CONSERVATORY OF MUBIO 
T R 0 IT 1000 Students. 60 Teachers 
1013 Woodward Ave., Detroit, Mich. 


Conservatory of Muate 
K N OX Galesburg, Illinois, 
Catalog freee Wm. F. Bentley. Director 


START A TUNING BUSINESS 


yourself, anywhere. Earn $2 to $4 an hour spare 
time, or $200 to $500 month, full time, Requires 90 
minutes to tune average piano, and pay ranges 
around $5 per tuning. Player work also brings big 
pay. We train you thoroughly and rapidly at home. 
Get our free booklet “Piano Tuning as a Business.” 


Mack Institute, Crafton Sta., EM-22, Pittsburgh, Pa. 
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PAtermezZo de Sees ce ries pets Beck-Slinn 


Outstanding Vocal and Instrumental Novelties 
InittleyChink es CVacalie Ceti: aeisettan: <a ate . Wing 
The Road of Used-to-Be (Vocal) ...... D. Stewart 
Isle of Beautiful Dreams (Vocal) ....G. O'Hara 
Badinage (Violin and Piano) .......... 

March of the Noble (Four Hands) ...... 
Military Postlude (Organ) .......... G. S. Schuler 

Delightful Pieces for Junior Etude Readers 
Song Birds’ Return ..... SO Joo ner. W. A, Johnson 
Swing “Hich), Swingelow epi. fa-)eee in tae W. Rolfe 
Skipping ony theslawiiee. ty ~ + ee eo. oe R. N. Kerr 
Spanish. Dance tain -aah tect « after M. Moszkowski 
The Song of the Sea Shell ............ E. Ketterer 
Regimental Parade ).5..5-.--.2..-.. C. EB. Overholt 
Fun for All (Rhythmic Orchestra) 4. L. Scarmolin 
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THE ETUDE 


SPECIAL NOTICES 
AND 


ANNOUNCEMENTS 


PERSONAL FOR SALE 
or WANTED 


FOR SALE—MUSIC SCHOOL—HPFstab- 
lished 11 years. Average annual enrollment 
over 300 pupils. Class and individual in- 
struction. Splendid opening for Violin, Banjo © 
or Piano teacher. $1,000.00 will handle; 
Balance terms. M. C. Burgh, 831 33rd Ave., 
San Francisco, Calif. 

EXCELLENT LOCATION for Music 
School. On business street of suburb of New 
York City. 6 Room House. Price, $11,500. 
Some pupils. Write O. S. C., care of THe 
HWrupe. 

BASSOON FOR SALE—Very old. Maple 
wood, brass keys, made by Cramer, London. 
Good condition. Bargain. $25.00. Henry 
Lister, 42 Greenfield St., Lawrence, Mass, 

FOR SALE—tThree used A. K. Virgil 
claviers. Good condition. Oak cases. Price 
$50.00 each. Address J. Y. B., care of Etude. 


ANNOUNCEMENTS 


CORRESPONDENCE SINGING COURSE, 
Small Monthly Payments. 


Dr. Wooler, Cleveland Ave., Buffalo, N. Y. 


MUSIC COMPOSED to your words—Melo- 
dies Harmonized—Manuscripts corrected and 
prepared for publication. R. M. Stults, ¢com- 
poser “Sweetest Story Ever Told” and 600 
other works, Ridley Park, Pa. 


PAPERS on musical subjects prepared 
for club use. Programs arranged. George A. ° 
Brown. Lansdowne, Pa. 


LEARN TO PLAY THE PIANO OVER 
THER WEEK END—Price 50c. E. M. 
Royle, 8559 Mission St., San Francisco, Calif. 


CHOICE PIANO PTECES, 2 FOR 50c. 
Graceful Beauty Waltz, by Eduard Holst. 
Fragrant Lilaes Polka, by M. E. Tolbert. 
Your musie dealer, or TuTtimn Music Hovuspr, 
PHILADELPHIA, Pa. 


MUSIC LOVERS—New Popular, also 
World’s Standard Music, 10e per copy. Cata- 
logue free. Two copies free for 10 names 
of Piano players. Weasner Music Co., Buf- 
falo, N. Y. 


If You Teach Piano Ask Us to 
Send You Without Charge 
Some of these Helpful Catalogs 


ELEGANT PIANO COMPOSITIONS 
BY PROMINENT COMPOSERS. 


Thematic excerpts of almost 100 
pieces in the upper medium and dif- 
Laat grades are shown in this cata- 
og. 

SAMPLE BOOK OF PRACTICE 
PROMOTING PIECES, 


Shows full-page portions of 48 out- 
standing piano compositions in the 
first three grades, excellent teaching 
and recreation material. 


CATALOG OF JUVENILE MUSI- 
CAL PUBLICATIONS. 


Every teacher of child music students 
and director of children’s entertain- 
ments should have this catalog, which 
covers piano works for the enter- 
tainment and instruction of the 
young. action songs, juvenile plays, 
musical games, ete. 


MONTHLY ANNOUNCEMENT OF 

NEW SHEET MUSIC PUBLICA- 
TIONS. ‘ 
This bulletin is an invaluable aid 
to music teachers who are particu- 
larly desirous of securing the very 
latest publications in our catalog. 


ADVANCE or PUBLICATION 
SPECIAL OFFERS ON NEW 
MUSIC WORKS, 


Each month this folder is issued 
for the purpose of acquainting music 
teachers with new works which can 
be obtained in advance of publica- 
tion at remarkably low prices. 

We will gladly place your name to 
receive either of the above folders 
each month upon receiving your 
postcard request. 


A GUIDE, A PRICE LIST AND 
CONVENIENT ORDER FORM. 
For piano teachers seeking the best 
in Methods, Studies and Albums of 
Compositions in All Grades—A most 
convenient order blank for the 
teacher desiring immediate and un- 
erring service. Similar folders on 


Violin, Voice, Organ, Choir and if 
Chorus publications sent on request. 


THEODORE PRESSER CO. 
1712-1714 Chestnut St. PHILA., PA. 
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| f ARN A Teacher's Diploma N MUS 
or 
A Bachelor's Degree 


In Your Spare Time at Home 
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The teacher holding a Certificate today is the one at the top of his profession. Are you getting 
ahead in the music field? If not, what is the trouble? There are demands for teachers in schools and 
colleges, and you have a chance to quality for the best position. 


THE TREND IN STUDY 
BY UNIVERSITY EXTENSION METHODS 


In the last year Diplomas and Degrees were issued to more teachers through Extension Study than ever before. 
made indicating the increase in popularity of Extension work. : 

A survey made recently by The National Home Study Council in Washington, D. C., reveals that the enrollment of home st 
deena for the past year—exceeds that of universities, resident colleges, privately owned and professional schools by 
our to one. 


It shows the largest gain ever 


students 


given 
approximately 


udy 
a ratio of 


i et 


In the rush of modern life the pressure of things to be done leaves very little time for extra study by the busy teacher 
to arrange her schedule in order to give her pupils the most for their money. She must not devote all her time to teaching but some to her own advance- 
ment. The wise teacher knows how to simplify things by giving her spare moments to the widely-known courses which have been tried and have proven 
their great worth to others. 


She must know how 


Study in Your Own Home with the Best 
Teachers in the Country 


No longer is it necessary for the ambitious musical student to incur the expense of leaving home 
to study at an expensive resident conservatory. By the University Extension System the masters’ meth- 
ods are taught in the home by easily understood lessons sent by mail. 

The Piano student has the marvelous teacher Sherwood to demonstrate just 
parable effects. The Cornetist studies with the ‘master Weldon; 


Special 
Scholarship 
Offer 


iow he secured his incom- 
Crampton trains the voice of the singer; 


Heft shows how to interpret the soul of music on the violin; Rosenbecker and Protheroe take the pupil 

through every phase of the study of Harmony; Protheroe gives his authoritative instruction in Choral Con- 

ee ber of ‘Scholar- ducting; Frances E. Clark gives the most practical methods in Public School Music ; Frederick J. Bacon, the 

; ee great banjoist; Samuel Siegel, world-renowned mandolinist, and William Foden, famous guitarist, give 
ships are offered graduates of Ex- their methods for mastering these instruments. The History Course, including Analysis and Appreciation of 


tension Courses who later come to 
Chicago for residential work. Get 
information about this important 
announcement just 
added feature of the service offered 


which is an 


Music by Glenn Dillard Gunn, and Advanced Composition by 
courses required for the Bachelor’s Degree. The course in Ear Training and Sight Singing by F. B. Stiven, 
Director of Music at the University of Illinois, is our latest course. 

More than 200,000 ambitious men and women have gained proficiency in 
music by the University Extension Method. And to you we offer the 


Herbert J. Wrightson, are two advanced 


these various branches of 


same advantages which were given 


io them. 
ambitious earnest teachers. Pre- ° 
pare to enter Advanced Classes in Check and Mail the Coupon Now 
private study by getting the training Our advertisements have been appe aring in THE Erupe for more than 20 years. Doubtless you have 


often seen them and thought of investigating the value that this great school might offer to YOU. Do not 


Course 
delay any longer. Mail the coupon now. 


Advanced 


the Extension 
means entering 
Classes in the Resident School. : SSIS | eS Ek 


UNIVERSITY EXTENSION CONSERVATORY, B-30 


through 
which 


Langley Avenue and 41st Street, Chicago, Illinois. 


Pledse send me catalog, sample lessons and full information regarding course I have marked with an X below. 


| 
1 
. (J) Piano, Normal Course €) Cornet, Amateur et ere 
Fi F or for Teachers CJ Cornet, Professional uitar 
cer ip cmeady es or cae CJ Piano, Course for 0 Organ (Reed) O Ear Be and Sight 
F ° Students LC) Voice inging 
branch schools. If interested, hee . (J Public School Music (1) History of Music 0) Mandolin 
in your inquiry. O Harmony 0) Choral Conducting 1 Adv. Composition 
| eee te EE ee eR a Rees OW WAVING, CMe SLES TOES ele Tere eee PG «ca um Ractacteee 
1 
1 es ets ey ST | a MRD Rahs leraha tote ae Oe Utin IN olevews ic Slave & aiglslqyare ain in *ymis'hl Sah rele vac 6 pla MP Oe 
U . E ; Ret MBE Se cic oa Lies phos wna dies asec pnanss Wied Mite sa tes e pitatets dese Civeetct tcilre «ade Bea «ake: piaeetane 
University Extension : 
C t r How long have you taught Piano?...........ccce eee c eee n een emer eee te rents ceensareseneres How many pupils have 
onserva o y ! I yee Sp ARIST yield cs aoe eo see Dot you nold a Leathers: Gertinicate nn), Ao shusicleic au a¥ os oaly alnereaia'e vinvine Have 
I 
LANGLEY AVENUE and 41st STREET | WOU, Sttidiedy ELArMONY Sood. wc... ccc reece e nese rece seseeceesenrecerncrers Would you like to earn the degree of 
! 
CHICAGO, ILL. \ PA Ne Oe Ot Ee ee ee 
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PLAYTIME) MELODIES 


Edited by 


W. OTTO MIESSNER 


BOOKS F-ll-lll 4 
Happily graded 8 


OLIVER. DITSON COMPANY 


These pieces are for the recreation and pleasure of young 
players, being in a light and happy style, to be played for the fun 
of it. The teacher knows that to “play with pleasure” is the secret 
of playing well, and that children learn more rapidly those things 
which they enjoy learning. This is a collection of joyous melodies 
made by a noted educator, who has chosen wisely and with 
sympathy for the child mind. 


OLIVER DITSON COMPANY, 179 Tremont Street, Boston 
Chas. H. Ditson & Co., 10 East 34th St., New York 


TRY YOUR MUSIC STORE FIRST 


WORLD - FAMOUS COLLECTIONS 


( 


known 
light operatic and sacred numbers. ; t 
average player, as it contains all the music which 


compositions, 


The 3 
* CHILDSOWR 
), MUSIC BOOK ; 


The Mumil Publishing Co., Inc. 
1140 Broadway, New York, N. Y. 


Enclosed find 


sooner 


please send the books checked. 


Book of a Thousand Songs 


A collection of all the standard songs (words 
and music) which everybody knows and loves. 
Contains more than one thousand favorite home, 
operatic, sacred, patriotic, sentimental, college, 
plantation and many other kinds of _ songs. The 
most complete collection in the world. 536 pages. 
Beautiful green cloth edition, $3.00. Paper edition, 
$2.00. 


Piano Music 


A collection of more 
than two hundred well- 
including classic, modern, 
Ideal for the 


could be played in years. 
536 pages. Beautiful red- 
cloth binding, $3.00. Paper 
binding, $2.00. 


The Child’s Own 
Music Book 


The most complete child’s music book pub- 
lished, containing nursery rhymes, songs, games 
and a series of piano pieces and duets for juve- 
niles. A book which can be used by children 
of. all ages. 536 pages. Beautiful blue-cloth 
binding, $3.00. Paper binding, $2.00. 

For sale where good music is sold. If your 
dealer cannot supply you we will send postpaid on 
receipt of price. Money cheerfully refunded if 
not entirely satisfied. (NOT SOLD IN CANADA.) 


) Book of a Thousand Songs. 

) Masterpieces of Piano Music. 
for which ) Child’s Own Music Book. 

( ) PAPER ( ) CLOTH 


see 


) PLEASE SEND FREE ILLUSTRATED FOLDER WITH CONTENTS. 
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GHE JYUSICAL HOME READING ABLE 
Anything and Everything, as long as itis 
Instructive and Interesting » 
Conducted by 
A. S. GARBETT 


(?hopin’s Perfection of Detail 


Cuorrn, the composer, comes in for 
some careful analysis in Hadow’s “Studies 
in Modern Music” (second series), in par- 
ticular as regards his attention to detail. 

“No composer in the whole history of 
music has labored with a more earnest 
anxiety at accuracy of outline and artistic 
symmetry of detail. We have here ‘no 
clattering of dishes at a royal banquet,’ no 
casual indolence of accompaniment, no gap 
filled with unmeaning brilliance or idle 
commonplace; every effect is studied with 
deliberate purpose and wrought to the 
highest degree of finish that it can bear. 
Of course, his thoughts were conceived 
spontaneously; no man could have written 
the poorest of Chopin’s works by rule and 
measure; but before they were deemed 
ready for presentation they were tried by 
every test and confronted with every alter- 
native which a scrupulous ingenuity could 


propose. It is no small commendation that 
workmanship so elaborate should be beyond 
the reach of any imitator. Bs, 
“As a rule, it is the dashing, daring, im 
petuous pioneer in art who distances all 
followers, and finds himself, he hardly 
knows how, on a height that they can neyer 
hope to attain; in this case the climber has 
planted every footstep with a careful cir- 
cumspection; he has employed all his pru- 
dence, all his foresight, all his certain com- 
mand of resource, and yet, at the end of the 
ascent, he stands alone. 98: 
“The reason for this is twofold: first, 
that Chopin’s intuition of style was a natu- 
ral gift which few other composers have 
possessed in an equal degree; second, that 
he brought to its cultivation not only an ~ 
untiring diligence, but also a delicacy of 
taste which is hardly ever at fault.” 


Sob-Stuff 


“‘Now LET us start over once more 
again!’ says the conductor, with admira- 
ble courage and geniality, washing his 
hands with imaginary soap. He mounts 
his throne. Madame clutches her support 
handles. The music begins.” 

The passage is from Mary Fitch Wat- 
kins’ “Behind the Scenes at the Opera,” 
but this particular chapter deals with 
making phonograph records. 

To continue: “The manager smiles, the 
conductor beams as he waves his baton, the 
assistants finger the cigarettes in their 
breast pockets. This promises well; things 
are going nicely. What a gorgeous voice 
that woman has! The lilt of the song 
swells and dies, the singer’s last beautiful 
note is being spun out like a strand of 
silver gauze and... then the secretary 
sneezes! 

“There is a moment of black and scar- 
let, a tenseness of white faces and dead 


silence. Frightened eyes are fixed on the 
wretched girl with dread fascination. 
“But replete as ever with charming 
surprises, the prima donna does not com- 
mit murder; on the contrary, she pro- 
duces her most bewildering smile for the 
emergency. ‘My dear Miss Simpson, go 
home at once and to bed, she says to the 
quivering secretary, full of concern. ‘What 
is a small thing like one of my records, ‘if 
you are catching cold.” : 
And, so the story runs, Madame instruct- 
ed the paralyzed conductor to “just’ cut 
the sneeze out; it is a good record.” ; 
Apparently something of the sort is 
done, for weeks later “a harassed, fat 
woman, with many bundles and two small 
children in hand, stops at the phonograph 
department of a large store. ‘Give, me 
that new lullaby record of Madame Filli- 


gree’s—the one with the lovely sob at 
the end!” 


Fourteen Prima Donnas of the Pianoforte 


In “My Musical Life” Walter Damrosch 
gives an amusing account of a testimonial 
concert given in aid of Moszkowski a few 
years ago, organized by Ernest Schelling 
who, with Harold Bauer, enlisted the co- 
operation of twelve other celebrated pian- 
ists in America at that time. The list in- 
cluded Elly Ney, Ignaz Friedman, Ossip 
Gabrilowitsch, Rudolph Ganz, Leopold 
Godowsky, Percy Grainger, Ernest Hutch- 
eson, Alexander Lambert, Josef Lhevinne, 
Yolanda Mero, Germaine Schnitzler and 
Sigismund Stojowski. 

“Mr. Flagler offered the services of our 
orchestra (the New York Symphony),” 
says Damrosch, “but, as the stage was 
completely filled with fourteen grand 
pianos, there was no room for an orchestra, 
and I had to content myself with the pos- 
sibility of being taken on as a piano mover, 
as I longed to take part in the affair in 
any capacity. 


“The morning before the concert, how- 
ever, I received a hurried telephone call 
from Ernest Schelling. He said: ‘Please 
come down to Steinway’s immediately and 
help us out. The fourteen pianists are all 
here for rehearsal. We have arranged for 
several compositions to be played by all of 
us, but, alas, each has his own individual 
interpretation, and nothing seems to make — 
us play together. We need a conductér!’ 

“When I arrived at the rehearsal hall 
the confusion was indeed indescribable, — 
and it took some time to bring order out 
of chaos. Here were fourteen of the 
world’s greatest pianists, veritable prima — 
donnas of the piano, but several had never 
learned to adapt themselves to play to-— 
gether for a common musical purpose, and 
when I rapped on my stand for silence in 
order to begin the Spanish Dances of 


(Continued on page 391) ~~ 
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FREDERICK A.WILLIAMS 


FASCINATING PIECES FOR THE MUSICAL HOME 2 aia 
—_«~—_— 
BERNICE 
VALSE BALLET 


Tempo di Valse .m. d.=72 


A“running Waltz” in modern style.Grade 4. 
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British Copyright secured 


nN Copyright 1929 by Theodore Presser Co. * From here go back to the beginning and play to /ine, then play 7rio. 


_ Other Music Sections in this issue on pages 361, 369, 401 
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A sprightly and seasonable number.Grade3 CALL OF SPRING 


INTERMEZZO MATHILDE BILBRO 
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TRIO scherzando 
Om ay 


%# From here go back to % and play to Fine, then play Trio 
Copyright 1928 by Theodore Presser Co. British Copyright secure¢ 
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CARL WILHELM KERN, Op. 610 


—_—— 


a ts Nd 9S es EL, 0 5 
ee 0 2) 2 ee 0 a ee Se 


spiccato 


_ SE Re ES _ _ a o 


INTER NOS 
INTERMEZZO A LA GAVOTTE 


ina 


© 8 
He LS 38 : 
Oo aS B 
: "S = E 
ears le 
Bo th 
neo q 
Sa ee fs 
Oe } 
ow * | ; 
RS aid =| ae 2 
Q gi & 5 a) 
S ao & | x 
| By y = 
ms oe ul 
pe <3 jb. 


tertoso 


THE ETUDE 
mis 


MAY 1929 


Page 336 


Meno mosso 


rgamente 


la 


> 
ae Ese 


m° 
wii 
EE BEES Ae Ss obs 


GGL NS ee ee ee ee aed A 


SONG OF THE PLOWMAN 


FRITZ HARTMANN, Op. 207 


stora] movement. Grade 3 
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A dainty 
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Moderato M.M. ¢ 


Copyright 1924 by Theodore Presser Co. 
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(an You Gell? 


1. What is a Chromatic Scale? 


2. Of what word are sf and sfz the abbreviations; and what 
does it mean? 


3. Who wrote wonderful music in a log cabin in the woods of 
the New Hampshire hills ? 


4. Spell the Dominant-seventh Chord in the key of F-sharp 
minor. 


5. Spell the Dominant-seventh Chord in the major key with’six 
‘sharps in the signature. 


6. What was the first Italian opera sung in Italian in America, 
and when? 


7. How is a minor chord changed to major? 


8. Identify the following theme: 


9. When is an orchestra first mentioned in American Musical 
History ? 


10. Name the pitches of the descending scale of B-flat minor in 
its Melodic form. 


TURN TO PAGE 400 AND CHECK UP YOUR ANSWERS. 


Save these questions and answera aa they appear in each issue of Tas Erupz Music Macazins month 
after month, and you will have fine entertainment material when you are host to a group of musicloving 
friends. Teachers can make a scrap book of them for the benefit of early pupils or others who sit by the 
reception room réading table, : 


Inspiration Road 


By H. EpMonp ELVERSON 


THERE is a boundless fund of inspira- 
tion, for those with earnest aspiration, in 
the struggles of others who have reached 


the summits of reputation where the sun- 


shine of popularity and the love of the 
public brighten their lives and make them, 
at least to some extent, forget those 
tiresome years of effort through which 
they attained their goal. 

' What singer has not been thrilled by 
the story of Jenny Lind? In the midst 
of an early success at the Royal Opera 
of Stockholm, her voice abruptly failed 
because of faulty methods of tone produc- 
tion. Having heard of the great success 
of Manuel Garcia as a teacher in Paris, 
she went to him for help. And what could 
have been more disheartening for a singer 
than his first pronouncement that she 
should sing not a note for six weeks, and 
at the same time should speak only in the 
lowest possible voice, while the overtaxed 
yocal cords were given an opportunity 
to recover elasticity and vitality. 

At the end of that tedious month and 
a half she returned to the master. A few 
notes; and another six weeks of rest! 
Then came a long trying period of slow 
voice building, out of which bloomed per- 
haps the most glorious career in all the 
annals of song. 

Why? 


Because, as her great master has left 
the record, Jenny Lind was the most eager, 
sincere, conscientious and diligent student 
he had ever known. No suggestion or 
requirement, be it ever so prodigious or 
so small, that she did not return with it 
well done! What a model for the one 
with a goal in view! 

And, so, the pages on which are drawn 
the pathways travelled by those who have 
achieved renown are filled. with tales of 
triumphs over obstacles, tales that are 
more thrilling than any that the pen of 
fiction has ever told. They are more 
thrilling because they tell the stories of 
those who have been known in the flesh of 
our own existence. They are more thrilling 
because they point the way to possible 
achievements by our very own Selves. 

That our readers may have these fine 
influences to come into their lives and 
work, we are publishing our “New Etude 
Gallery of Musical Celebrities.” Each is- 
sue of Tue Erupe will now provide an op- 
portunity to look into the faces of a group 
of these master-musicians in their varied 
fields of endeavor; and along with their 
portraits will be given the most signifi- 
cant events of their lives. Do not fail 
not only to make present use of these but 
also to preserve them for the years to 
come, 


Practice Difficult Passages 


By EpNA KALISCH 


To GAIN technic in place of practicing 
‘numerous pagés of monotonous exercises, 
select difficult passages from the master- 
pieces, those containing thirds, oetaves, 
arpeggios, wide-spread chords, runs and 


_ cadenzas being most suitable. 


The Rhapsodies of Liszt hold an abun- 
No. 12, for in- 


stance, presents measures of nearly every 
coneeivable technical difficulty. In the 
practice and mastery of these parts one 
will have gained besides technic an insight 
into the composition minus the strain upon 
the auditory nerve, which unmelodious 
repetitions cause. And Mozart said that 
music never should offend the ear. 
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Their 
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legion who travel 


TOURIST 
THIRD CABIN 


and methods. TOURIST Third 
Cabin on our ships gives them 
every comfort, good food, excel- 
lent service—and is so inexpen- 
sive, as low as $184.50 (up) 
round trip. 


Doctors, lawyers, professors, en- 
gineers, actors—one after the 
other they book TOURIST 
Third Cabin when Europe- 
bound. Away from duties and 
social obligations they seek in- 
formality—ease— comfort — 
pleasant association with inter- 
esting people. There they find 
it in Ocean travel. 


In their fields the Euro- 
pean trip is a necessity. 
They pride themselves 
on“keeping abreast” 
of the age by keep- 
ing in touch with 

European minds 


In our fleets we offer you a choice 
of such famous liners as the 
Majestic, world’s largest ship, 
Olympic, Homeric, Belgenland, 
Lapland, etc.—and_ two 
remarkable steamers, 
Minnekahda and Min- 

nesota, that carry 
TOURIST Third 


Cabin passengers 


exclusively. 
a Ae 


EdD SAAN 


Accommodations are reserved exclusively for American vaca- 
tionists—the sort of people you will enjoy traveling with 


WHITE JTAR LINE 


RED JTAR LINE ‘ ATLANTIC TRANSPORT LINE 


eM TERMATIONAL MERCANTILE MARINE COMPANY 


Tourist Third Cabin Dept., No. 1 Broadway, New York, 
our offices elsewhere or authorized steamship agents. 
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PICTORIAI 


REVIEW 


These Special Prices 
Save You 10 to 25% 


UST as you can save on other things by ordering in 

quantity, you can save on magazines by subscribing 
These special offers including 
THE ETUDE are real bargains! 
be new or renewal, may go to different addresses and 
may begin when you wish. 


Order Your Summer Reading Now! 


to more than one. 


THE ETUDE JAfusic Magazine $2. we) Both THE ETUDE Music Magazine are) Both 
WOMAN'S HOME COMP, 4:00 | ~ $2. 75 PICTORIAL REVIEW. . 1.00 $2. 40 
Regular price.. ‘ ~ $3.00 00 Save 25c Regular price. $3. 00 tine Save 60c 
THE ETUDE Ausic Magazine $2. Bea Both THE ETUDE Music Mayazine $2.00 Both 
CHRISTIAN HERALD... 2. 00 } $2. 85 DELINEATOR. E 1.¢90 $2. 75 
Regular price : $4. 00 f Save $1.15 Regular price. . $3.0 a0 ) Save 25c 
THE ETUDE Music Mavyazine $2. ee) Both THE ETUDE Music Mugazine $2.00 Both 
PEOPLE’S HOME JOURNAL $2 25 BETTER AS SeMed 2 GAR- 
: : DENS Asie aro), cee elie $2.25 
Regular price . $2.50 Save 25¢ 7 Save 35c 
THE ETUDE Music Magazine $2.00 ) Both Regular price $2.60 
AMERICAN BOY 2.00 | $3 00 THE ETUDE Music Magazine $2.00 Both 
\ OPEN ROAD FOR BOYS 1.00 $2. 35 
Regular price. $4.00 / Save $1.00 : 
THE ETUDE Music Mayazine $2.00 Bore Regular price. 33.00) Save 65¢ 
CHILDREN (The ECL Ls | THE ETUDE Music Magazine $2. 00 L Both 
Paremts)). c's 7 2200 $3.00 MODERN PRISCILLA. . 2.00 $3. 00 
Regular price.. $4.00) Save $1.00 Regular price........... $4.00 ay Save $1.00 
THE ETUDE Music Magazine $2. 00 Both 
McCALte Sat ite a mor tras i fe oo | SS V4 35 
Regular price. $3. 00 Save 65c 
THE ETUDE Music Mugazine see ee All THE ETUDE JVusic Magazine oe bc A 
McCALL’S, ea 0} McCALL’S.. ! 
WOMAN'S HOME Comp... 1.00 $3.35 | PEOPLE'S HOMEJOURNAL $2.80 
Regular prices. chee $4000 Save 65¢ Regular price........... $3.50 Save 70¢ 
THE ETUDE JVusic Magazine.$2.00 Both 
PATHFINDER. 5% o.05 ee 1.00 $2. 35 
Regular price........... $3.00 Save 65c 
THE ETUDE JAMusic Magazine $2.00\ THE ETUDE Music Magne $2.00>° 
MeCALSi a) smn... nee 1.00 au McCALL'’S, "4.00 ) », All 
PAGHFUNDER Ss f4):))  Agnae ‘At eae $3.25 | YOUTH’s COMPANION. 2.00 ' $4.00 
Regular price........ $4.00) Save 7Sc Regular price.......... ies 00 Save $1.00 


THE ETUDE Wusic 
NATURE MAGAZINE 


Regular price...... 


THE ETUDE JMusic Magazine $2.00 Both 
YOUTH’S COMPANION.... 2:00 L $3 25 
Ser eis . 
Regular price $4.00 Save 75c 
THE ETUDE Wusic Mugazine $2. a) Both 
JUNIOR HOME MAGAZINE 2.50 | $3. 25 
Regular price $4.50 Save $1.25 
THE ETUDE Music Magazine $2. iy) Both 
AMERICAN MAGAZINE.... 2.50 $4. 25 
Regular price $4.5 50 Save 25c 
THE ETUDE JMMusic Mugazine $2.00 Both 
CHILD LIFE = 3.00 $3 85 
= eae . 
Regular price $5.00 7 Save $1.15 
THE ETUDE Music Muyazine $2.00 All 
MODERN PRISCILLA . 2.00 
PICTORIAL REVIEW.... 1.00 $4.00 
Regular price $5.00 Save $1.00 
THE ETUDE Music Mugazine $2.00 Al 
YOUTH'S COMPANION.... 2.00 
BETTER HOMES AND GAR- 
BENS 7 tecratnueminere:... ite te -60 $3.90 
Regular price........... $4.60 Save 70c¢ 


AD 


Ns 


al 


Magazine $2.00 1 Both 


$1 for 1 Year LADIES’ HOME JOURNAL 
4 $2 for 1 Year SATURDAY EVENING POST 
($1 for 3 Years COUNTRY GENTLEMEN 


PRICES DO NOT INCLUDE CANADIAN OR FOREIGN POSTAGE, 


Send Orders With ‘Payment Direct to 
lagi ei | zy A Bile 
Cae Erupe Music Macaz 


Theodore Presser Co., 


Le 1712-14 CHESTNUT STREET 


Companion’ >” 


Subscriptions may 


3.00 


$4.00 


oe $5: ro) Save $1.00 


THE ETUDE Music Magazine $2.00 Both 
BOY’S LIFE. use 2.00 i $3. 50 
Regular price $4. 00 Save 50c 
THE ETUDE Music Muayazine $2.00 Both 
COLLIER’S NATL. WEEKLY dl $3 50 
eecis ° 
Regular price $4.00 Save 50c 
THE ETUDE Music Mavyazine $2.00 Both 
FASHIONABLE DRESS..... 3.00 $3 75 
Regular price. $5.00 ) Save $1.25 
ale ETUDE Music Magazine $2 o8 Both 
12 Ue eee eee, te $4 00 
Regular price $5.00 et $4. $1.00 
THE ETUDE Music Muygazine $2.00 All 
WOMAN’S HOME COMP. 1.00 
AMERICAN MAGAZINE. 250+ $4.75 
Regular price $5.50 Save 75c 
THE ETUDE Music Muyazine $2.00 
McCALL’S......... 1.00 ALY 
BETTER HOMES AND GAR- 
DENS Br rkc caeiction 1cmenie. 60 $2.90 
Regular price. $3.60 Save 70c 


er Any of the 
Above Ctubs 


NS 


ee 


ZINE 


Publishers 


PHILADELPHIA, PA. # 


Geaching the Ualues of Notes 


THE ETUDE 


By LeRoy V. Brant 


THE AESTHETIC value of rhythm may be 
taught if the teacher plays for the child 
elmerica and The Star Spangled Bammer, 
using throughout notes of equal time value, 
then repeats them playing in proper time. 
It is seldom necessary to go much beyond 
this to demonstrate to the student the 
dramatic value of of varying time 
duration. ‘ 

With very small children and with many 
not so small ,the teacher has difficulty in 
conveying the idea of fractional values. A 
little five-year-old girl finds this easy to 
erasp by saying that the whole note is the 
four-note, the half-note the two-note, and 
the quarter-note the one-note. 

If we are to he outstandingly successtful 
in the teaching cf rhythm we must attack 
the problem as such, not as a problem 
purely incidental to the performance of 
some piece. As many lessons as may he 
needed should lic used to convey to the 
student an idea of the importance of time. 
The follow ng procedure may be employed 
with excellent results. Have the student 
place his hands in five finger position, and 
play up and down the five keys from C 
to G, without breaking at all, using vari- 
ously the following rhythms: 

Ex.1 


is: 1 t 


eS eee 


notes 


lt will be seen that in using these exer- 
cises the student is relieved of all problems 
of playing certain groups of notes, For 
since he is simply using adjacent keys in 
constant repetition, he has only to con- 
centrate his whole thought on familiarizing 
himself. with common rhythmic figures. 
These figures are intended to be suggestive 
ouly. The thoughtful teacher will amplify 
the idea indefinitely. 

A little later on in the career of the 
student he should practice scales in rhyth- 
mic figures and in octaves, tenths, sixths 
and thirds. A few more figures may be 
added : 


Others will suggest themselves as useful. 
It is scarcely a good plan for the student 
to practice the arpeg 89 and double note 
passages in these figures until he is quite 
far advanced in his studies, since his whole 
effort should be directed toward securing 
a perfect legato. But in scale passages 
these exercises are of value | beyond 
measure. , 


The PxCatter of Rests 


By RALPH KENT BUCKLAND 


Tue average student of music, piano 
students in particular, does not read rests 
at all. He plays the part of the score be- 
fore him that sounds and lets the “rest” 
forever rest in so far as he is concerned. 
To be sure, certain beneficent pauses are 
agreeably accepted. They are the saving 
erace between two notes or chords involy- 
ing a considerable skip. Were notes or 
chords inconveniently there instead, they 
would of necessity be left out altogether. 
It is not a matter of reading the rests, 
then, but a matter of being physically un- 
able to do without them. 

distinct detriment to sight reading is 
this failure properly to evaluate rests. 
Students, in a large numbergof cases, have 
not been taught properly to consider rests. 
They reason with some logic that they 
get approximately the desired tonal effect 
anyway. Wherein lies the virtue cf so 
much effort if one can skim off the pala- 
table cream of the situation without bother- 


ing about the underlying milk? In playing 
simple compositions this is all true enough 
save for the fact that the habit of thorough- 
ness is not being properly built up. There 
is no foundation to build on when more 
difficult music is placed hefore one. 

Let us look’ at it as a sort of double- 
entry book-keeping system. Every bit of 
time in the measure, as indicated by the 
signature, is completely used up for each 
hand in turn, either by notes or by rests. 
[f it is of three or four voice music, each 
likewise entirely accounted for 
either by notes or by rests. The system 
interlocks with precision so that failure 
to read the rests deprives one of just so 
much ability quickly to grasp the score. 

Why -treat with such marked neglect 
what was devised not as a bore and an 
additional burden but @s a real aid in 
elucidating the time value of the notes 
actually to be sounded? The master com- 
posers have used rests most eloquently. 


voice is 


A Laugh or Two 


By J. J. FLANAGAN 


There's a Difference 
“Arr you fond of music?” 
“Not very, but I prefer 


iy 
songs. 


it to popular 


A Four-inch Distinction 
The difference between a violinist and a 
fiddler is about four inches of hair. 


Better Be Brick 
People who live in glass houses should 
not play slide trombones. 


Forcible Entry 
“She burst into song.” 
“She’ d have to- there’s no key to her 
singing.’ 


“The perfect accompanist must be familiar with the great masters of 
> a feeling for the poctic significance of words and their value, 
be able lo discover the climaxes of each poetic phrase and of the whole 
bul he should have a knowledge of the historical 
period of a poem, as the treatment of a setting of, Ict us say, a simple lyric 
of a seventeenth century. poct will differ from that of a sophisticated 
modern 
technic have become subtle and full of intimate lights and shades, so ils 
musical treatinent must follow suit in exactly the same way.”—THrornit 


poetry, have 


peem. Not only that, 


Besides, as 


poem of Verlaine. 


WENpt. 


expressionism of art and ils 
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and address of the inquirer. 


MarGARET WHEELER Ross 


No questions will be answered in Tue Eruve unless accompanied by the full name 
Only initials, or pseudonym given, will be published. 


PCTUSICAL EDUCATION 


IN THE HOME : 


Conducted by | 


WING- TO THE number of inter- 
esting letters that have come to this 
department, letters which we feel we 

a must pass on, we have space this month 

’ for but a brief message. But we cannot 

- everlook the opportunity of calling the 

attention of Tur Erupr mothers to Nation- 

al Music Week which comes with the love- 
ly month of May. This is a movement that 
has already proved itself of value, at this, 

- its sixth birthday. 

The National Bureau for the Advance- 

ment of Music, an organization that as- 

ae -sumes the leading part in sponsoring this 
annual celebration, is very anxious this 

‘ year to awaken the interest of the Amer- 

ican parents along certain definite lines 

_ which will aid in raising the standard of 

music in the homes and schools. This de- 
partment is directly concerned with music 

3 ain.the homes, and we therefore advise our 
p readers to make a determined effort to 
emphasize music in some special manner 
during the week of May Sth to 11th. 

By writing Mr. Kenneth S. Clark, Assist- 
ant Secretary, National Music Week 
Committee, 45 West 45th Street, New 
_ York City, you will receive on request any 
one of the following pamphlets which you 
_ think will interest and assist you: “Ameri- 
can Music in Review”; “American Music 
that Americans Should Know”; “What’s 
_ What in American Music”; “Stories of 
~ American Songs” ; “Home Night in 
National Music Week” ; and “Quiz Your- 
_ self on Music.” A single copy of any or 
all of these pamphlets may be had free 
of charge. 


= 


Se ee 


Fat It Has Been Done! 


- PYEAR MRS. ROSS: Last month in 
E your department I read an article by 
C. M. B., asking if at the age of twenty- 
one he could learn to play the piano. 
Maybe it would encourage not only C. M. 
_ B. but any other adult student to know 
” about my efforts. 
_ Asa little child I would not take advan- 
tage of my privileges and would not prac- 
tice. Accordingly I never learned to play 
_ the piano. Years later when my cwn little 
» girls started to take piano lessons, I was 
uite ashamed of my ignorance in regard 
o that instrument. Coming from a family 
_ of musicians, professional singers, I had 
N ‘naturally heard much good music, but 


Then 
ent to my children’s teacher and asked 
opinion. After a little encouragement 
ed taking lessons in both piano and 
I am very much interested in my 
get up every morning at four-thirty 


5 Sonatas, and the 
and Peasant.” Do you 


; A National PCusic Week 


consider that rapid advancement? I work 
hard and conscientiously and try to get all 
I can out of my lessons. With three chil- 
dren and my house to take care. of I am 
busy enough, as you must know. 

Both my little daughters take 
one practicing from seven until seven-fifty, 
and the other, from seven-litty until eight 
forty-five. Then they are off to school. 

About three months ago my mother 
decided to study violin, and she is getting 
along splendidly. Our music teacher cer- 
tainly deserves much credit for the patience, 
skill and kindness with which she has 
given us instruction. 

I am allowing myself ten years to learn. 
Tf in that time I can be proficient on the 


lessons, 


. piano I expect to take up the pipe organ. 


Maybe I am foolish but I get a great 
deal of pleasure out of my music study. 
Sincerely yours, 
(Mrs.) A. McA. 


This correspondent, we would say, is 
anything but foolish. She is laying up 
treasures for herself in the future when 
the children have fled the nest and she is 
left with hours of unemployed time on her 
hands, but with the habit formed of being 
ever busy. Having cultivated her talents, 
she will stand in no danger of being a 
lonely old woman, without a definite and 
interesting occupation with which to pass 
her remaining years. Also she has the 
right attitude of mind. She gives the 
teacher the credit which is too often over- 
looked. That she is in earnest and loves 
the work is proved by the early rising 
hour. [I am not going to express any 
sympathy for her neighbors—if she has 
any living nearby—because I can see an 
all-musical America if we had an army 
of enthusiasts such as she. She proves 
herself a wise mother, too, because the 
children’s practicing is also done in the 
early morning hours when they are rested 
and mentally alert. Welcome, Mrs. McA., 
to the ranks of the intelligent family of 
rune mothers! 


Live and Learn 
RS. H. A. C., Volin, S. Dakota: We 


must all “live and learn.” With the 
steady and rapid advancement of musical 
art in the past few years, it is truly sur- 
prising to find a community in which there 
is no one who gives piano lessons. Why 
not go about the neighborhood, organize 
a class and bring in a good teacher? It 
would mean a great deal to the community 
in a cultural way, and it would be a good 
cause for you to “mother.” However, 
you can do.a great deal for your boy while 
he is so young, even with your limited 
knowledge of the subject. You will be 
wise in the beginning to stress the rhyth- 


mic phase, which you can do with the aid ° 


of toys, games, marching, and dancing. 


(Continued on page 391) 
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Soloists and Choirmasters will find Excellent 
Suggestions in These Selected Numbers. There 
are Many Satisfying Numbers Here for Those 
Who Get Solace, Inspiration or Enjoyment 
Through Sacred Music in the Home. 


Sacred Songs for High Voices 


Cat. No. Title Composer Range Price 
19934 His Almighty Hand Renard Uagbien E £0 g $9.50 
19577, Is It For Me? Rk. M. Stults F to g 60 
18399" Cling to The Cross Daniel Protheroe E to g 50 
3276 1 Heard the Voice of 
A Jesus Say I’, G. Rathbun d flat to a flat 35 
5326 Jesus, Lover of My 
soul H. C. Macdougail F to g AS 
19822 Eternal Light! A. Buzzi-Peccia c to F .60 
7268 Only Waiting T. D. Williams E to g mh) 
12656 God Be Merciful toMe F. L. Percippe F to a flat 35 
18475 Oh Master, Let Me 
fhe Walk With Thee Paul Ambrose E to g 40 
17514 Bend Low, Dear Lord Will H. Ruebush E flat to g flat 30 
16843 I Know’In Whom I ‘ 
Have Believed > Pe Scott A0 
16547 Children of the : He 
Heavenly King R. M. Stults c tog 39 
22860 Dear Lord and Master 
kg Mine F W. Berwald E flat to a flat a 
23277 Be Near Me, Father W. M. Felton E flat to ¢ flat 50 
23605 When I Survey the < 
Wondrous Cross Lawrence Hope E flat to g 50 
Sacred Songs for Voices of Medium Range 
Cat. No. Title * Composer Range Price 
19932 Master, I Would Fol- “ fi 
js low Thee Paul Ambrose E flat to F $0.35 
7270 Close to Thee C. S. Briggs otek AO 
19885 Lead Thou Me On Rk. M. Stults E flat to E flat AO 
9684 The Earth is the Lord’s T. D. Williams F to F oe) 
18963 Pardon and Peace R. S. Morrison d to F 30) 
18863 Open My Eyes,O Lord R. M. Stults d to E flat oh 
18477 If Any Little Word of 
“ Mine Paul Ambrose E to I 30 
18582 Saviour Divine William Baines E flat to F soo 
23604 When I Survey the 
Wondrous Cross Lawrence Hope d flat to F 50 
Sacred Songs for Low Voices 
Cat. No. Title Composer Range Price 
3740 I Heard the Voice of 
Jesus Say F. G. Rathbun b flat to I $6.35 
19147 Saviour Breathe An 
Evening Prayer Paul Ambrose cto E flat (Opt. F) 35 
19933 Master, 1 Would Fol- 
low Thee Paul Ambrose 
5304 Jesus, Lover of My c to 39 
Soul H. C. Macdougall c to E flat 45 
19929 Eternal Light A. Buzzi-Peccia b flat to E flat 00 
9685 The Earthis the Lord’s T. S. Williams dtoD . 35 
19956 Christians Triumphant Richard Kountz c to D (Opt. E flat) A5 
22537. They That Trust in the 
Lord A. W. Dortch b to E flat 40 
22754 Be Thou My Guide Ruth C. Dovenspike 
and Gerall G. Dovenspike b to E 45 
22670 Some Morning, O Some 
Morning Mrs. R. R. Forman c to D ie) 
23003 When | Survey the 
Wondrous Cross Lawrence Hope b flat to D 50 


Catalogue Showing Portions of Sacred Songs and Duets Sent Free on Request 


CHURCH AND HOME 
COLLECTION OF SACRED SONGS 
High Voice Price, $1.00 

The 18 sacred songs in this album are 
splendid in their combination of melody 
and religious expressiveness. 

CHURCH AND HOME 
COLLECTION OF SACRED SONGS 
Low Voice Price, $1.00 

A companion volume to the above. It 
contains 19 fine sacred songs for low 


voice. 
CHURCH SOLOIST 
High Voice Price, $1.00 
Nineteen good sacred solos giving so- 
pranos or tenors an excellent church rep- 
ertoire for a nominal outlay. 


CHURCH SOLOIST 
Low Voice Price, $1.00 
Nineteen sacred solos especially selected 
for their suitability to low voices. 
REVERIE ALBUM 
For Piano Solo Price, $1.00 
‘Twenty- three melodious and expressive 
pieces in the nocturne and reverie style; 
very acceptable for Sunday playing or at 
any religious gathering where a piano is 
used. 


SACRED DUETS 

For All Voices Price, $1.25 

Duets for practically all combinations of 
2 voices. Real contributions to the musi- 
cal side of a church service. Many choir- 
masters keep several copies of this collec- 
tion on hand to fall back upon when the 
choir “turn-out” is poor. 


FOUR SACRED SONGS 


By David Dick Slater Price, $1,00 

Four original songs of a devotional 
character. They display the best of musi 
cianship together with inspired melodic 
qualities. 


SUNDAY PIANO MUSIC 
Price, $1.00 
Pieces of moderate difficulty admirably 
adapted for Sunday piano playing at home 
or church. 


TRANQUIL HOURS 


For Piano Solo Price, $1.25 

A collection of piano music of a quiet 
character. Suitable for drawing-room or 
concert use, as well as for Sabbath-day 
playing. 


THEODORE PRESSER CO. 


1712-1714 Chestnut Street 


Philadelphia, Pa. 
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THIRTY-FOURTH ANNUAL 


Summer Session 


SS—ZE 


HE SUMMER 

SESSIONS of 
the Sherwood Music 
School serve the inter- 
ests of the teacher or am- 
bitious student who wants 
to accomplish a great deal in 
a short time, leading to pro- 
fessional advancement. Cata- 
log gladly mailed upon request. 
Tuition rates very moderate. 
Outstanding features of the 
1929 Summer Session: 


Private Instruction 
In Piano, Voice, Violin, Church and Con- 
cert Organ, Theater Organ, Dramatic Art, 
Dancing, ’Cello, Wind Instruments, Theory, 
Composition, Languages. Faculty of 150, 
including many concert, operatic and ora- 
torio artists of national and international 
renown. rh 
Special Classes 

Piano Master Class, conducted by Sidney 
Silber. Violin Master and Normal Class, 
conducted by P. Marinus Paulsen. Other 
classes in Piano Normal and Teaching 
Repertoire; Harmony, Theory and Compo- 
sition; Orchestra Conducting; Accompany- 
ing; History and Appreciation of Music; 
Stage Deportment; Personal Development; 
Choral Conducting and Church Music; 
Sight-Singing and Ear-Training; Ensemble 
Playing; Operatic Ensemble. 


Class Piano 
Teacher-training course in the Class 
Method of Teaching Piano, now so widely 
used in public schools and private studios 
—with Certificate. 


Public School Music 


A seven-weeks course, leading to a Special 
Public School Music Teacher’s Certificate, 
and providing thorough training in 
Methods, Sight-Singing, Ear-Training, Mu- 
sic Literature, Appreciation, Conducting, 
Orchestration, History of Music, Harmony, 
and Applied Music. Special classes for 
Supervisors, in the advanced phases of 
school music. Department headed by 
Charles Espenshade and Lillian Lucas, who 
hold positions of unusual responsibility in 
the Chicago Public Schools. 


Band Conducting 


A four-weeks course, comprising eighty 
hours of class instruction in all phases of 
band conducting, given by Victor Jean 
Grabel, famous band conductor and 
composer. 


WILLIAM H.SHERWOOD - 
“= by LORADO TAFT 


Theater Organ 
An intensive course by 
Mildred Fitzpatrick and Bob 
Keller, who rank among the 
most successful and highly 
paid theater organists in the 
country. Students of all grades accep- 
ted. Coaching for experienced theater 
organists. Training includes actual practice 
in film accompaniment. Four-manual 
movie organs, with a tremendous range of 
stops, are provided for practice purposes. 


Certificates—Degrees 
Summer Session courses lead to Teachers’ 
Normal Certificates in Piano, Voice, Violin, 
Organ; also to Special Public School Music 
Teacher’s Certificate; and are credited 
towards the Bachelor or Master of Music 
Degree. 


Recitals 


Six recitals by members of the Artist 
Faculty; free admission to Summer Session 
students. 


Living Accommodations 
Available at moderate rates in Sherwood 


Dormitory or in private homes inspected 
and listed by School. 


. ° . 
Six Vacation Excursions 
A series of Six Vacation Excursions, con- 
ducted by the School on Saturday after- 
noons, assures its Summer Session students 
ample recreation: 1. A boat trip on Lake 
Michigan. 2. A visit to the Field Museum. 
3. An automobile tour of the Chicago 
parks. 4. A visit tothe Art Institute. 5. A 
visit to the Chicago Theater. 6. A trip to 
Ravinia Park to attend grand opera with 
MetropolitanandChicagoGrand Opera stars, 


Financial Aid 


The Sherwood Music School maintains 
thirty-four Neighborhood Branches in 
Chicago and suburbs, in which are taught 
upwards of four thousand junior students 
of Piano, Violin, Voice, Wind Instruments 
and Dramatic Art. In order to help 
talented students of these subjects who wish 
to begin courses of preparation lasting con- 
tinuously over two or more years, but whose 
funds are not entirely sufficient for their 
plans, the School can provide teaching 
positions in these Branches which will help 
to defray the expenses of advanced study. 
Applicants for financial aid through these 
teaching positions are given a special course 
of training to fit them for their duties as 
Junior Department instructors. The length 
of the preliminary course necessary to take 
advantage of this aid naturally varies, 
according to the previous training and 
experience of applicants. Summer Session 
courses are offered which help applicants 
to qualify themselves in a minimum of 
time. If you are interested in qualifying 
yourself for this form of financial assist- 
ance, ask for details. 


YOUR REQUEST for a 
Summer Session Catalog will 
receive prompt attention! 


Sherwood (Dusic School 


{Founded 1895 by Wm. H. Sherwood} 
FINE ARTS BUILDING 


>. 410 So. Michigan Avenue, CHICAGO, ILLINOIS ok 
el 


eS 

fj 
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Tlaking Plain the Seventh Chord 


By Haze, Hawkins-Davipson 


THE diminished seventh chord, one of 
our most beautiful and useful chords, is 
formed by adding a minor third over a 
diminished triad, thus making three minor 
thirds, or a diminished seventh from the 
root to the seventh of the chord. 

As far as keyboard, ear and hand are 
concerned, there are only three diminished 
seventh chords, these being built on any 
three successive degrees of the chromatic 
scale, as e, f, ff or c, c#, d. It is more 
simple to think of the diminished seventh 
chord as three minor thirds, built one 
upon the other. Chords built on the first 
and third of these given keys, or on any two 
keys of successive lettering, will involve 
the entire musical alphabet in the series of 
thirds—a, c, e, g, b, d, f. Consequently, 
when we build on the next half step above 
the given three, we find ourselves playing 
the same chord as at first, only in an 
inverted form. In the same way a chord 
on the fifth degree will duplicate that on 
the second. 

In the following three diminished sev- 
enth chords 


rides efhit ig 


mec f 
rd 


the notes representing black keys are filled 
in with black. Note that two out of three 
chords contain two black keys each and 
that no chord is without a black key. 

The following rules for fingering the 
diminished seventh chord arpeggios are 
easily remembered. In the right hand, 
when there are two black keys, the fourth 
finger takes the upper black key, fingers 
1, 2 and 3 falling naturally on other keys. 
In the case of only one black key, the 
fourth finger takes that. The left hand 
fingering is just the reverse, the fourth 
finger being placed on the lower black key. 

For a working keyboard knowledge these 
three should be practiced beginning on 
each of the keys or inversions. Later, 
when practicing, mentally call tones of the 
chord by their enharmonic equivalents 
(unless these involve triple sharps or flats). 


Indexing as an Aid to Demorizing 
By Emit A. Berti 


OrDERLINESS is the main factor in 
memorizing a piece. The student should 
read the piece of music through, away 
from the instrument, first noting the key 
with which it starts, then the keys it 


passes through before the end is reached. © 


Second, he should observe the division 
of the composition into its different move- 
ments. Third, he should divide the sepa- 
rate movements into their individual 
phrases. Fourth, he should observe the 
fingering, looking for any characteristic 
repetitions which might later suggest to 
him the combination of notes to be used 


in a succession of similar measures. 

In the chain system of memorizing, in 
which the pupil must depend upon each 
measure to give him the key to the next, 
one measure is very apt to be forgotten. 
Then the chain is broken and he is unable 
to proceed further. But, in the index 
method, a complete plan has been made 
of the composition and a deep insight 
gained into the actual Changes taking place 
within each movement, phrase and meas- 
ure. It is thus made almost impossible for 
the student to be put at a loss through mo- 
mentary slips of memory. 


How to Impress the First Lesson Upon the @hild 


By ARTHUR SCHWARZ 


A CHILD who writes out the exercises 
and the scales is more apt to remember 
these same exercises and scales than the 
child who does not. And since the first 
lesson is so very important, what could 
be more effective than to ask the child to 
write all that has been told him during 
the hour. Besides, nothing pleases a child 
more than to send a letter to the teacher 
telling what has been learned at the first 
lesson and what is to be done for home- 
work. Moreover, the child’s writing has 


a direct bearing upon work that is vital. 

Psychologists are aware that the average 
person’s aversion to letter writing dates 
back to school-days when pupils were 
asked to write upon subjects that had no 
relation to their daily lives. But the first 
piano lesson! What a glorious chance to 
discover the budding ‘“‘mute, inglorious 
Miltons”! For there is not a normal, 
healthy child who will not be delighted 
to write on ‘‘What My Teacher Told Me 
at My First Lesson.” 


Playing and Singing the First Piece 


By DorotHy BUSHELL 


WuaT an important thing to the tiny 
beginner is the first piece—as important, 
in the child’s mind, as the first day at 
school. What a long time it takes to play 
it through correctly and what a tremen- 
dous amount of practicing is needed to 
perfect it! What a wonderful day it is 
when mother first hears it played through 
without a mistake! 

Something even more wonderful than 
the playing of the little piece can be ac- 
complished by the tiny child, and in the 
following manner: 

The teacher chooses a very easy short 
song and plays it over and over again 
to the child until she has an idea of the 
melody and rhythm. The pupil is encour- 
aged to sing it with the teacher several 
times. Then she is taught to play the 


song herself, singing the words at the 
same time. 

After she has learned the melody and 
has grasped the idea of keeping up the 
singing along with her fingers, measure 
by measure, she is taught the bass notes. 
This cannot be accomplished all in one 
lesson, as any teacher knows. 

In this manner, the baby ‘student can 
play and sing her first little piece. This 
will not only interest her but will also 
develop her “ear” power. For, when she 
has learned her song by singing it, she 
will naturally know when she strikes a 
false note in playing the melody with her 
fingers. This method of training and in-— 
teresting tiny tots will prove to be most — 
beneficial to the pupil and pleasing to the 
parent. 


caer 


-enee of pitch, 


_ phragmatic 


4 


“THE ETUDE 


ete 


Question AND ANSWER DepartTMENT 


Conducted By Arruur De GuicHarp 
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NO QUESTIONS WILL BB 
ANSWERED IN “THEBTUDE 
UNLESS ACCOMPANIED BY 
THE FULL NAME AND AD’ 


\ 

Irregular Rhythms. 

Q@. Please ewplain the & and 4 meters 
and oblige.—M. H. L., Washington, D. C. 
I want an explanation so that all my pupils 
may understand. 

as Such an innocent little question—yet 
feeming with latent potentialities! Neverthe- 
less the musical public must be instructed. 
These meters or measures are termed irreg- 
ular, alternate or united measures because 
they are caused by the union of different 
meters or measures. In addition to those 
in the question, which belong to the category 
of simple meters, there are also in the same 
Gategory.: (85°85 3, 2 goe2. oDhese - last 


a9 
29 89 29 4? 
named may be either simple binary, or com- 
pound ternary meters, that is, binary, “by 
twos.” ternary, “by threes.” Kor example: 
Simple meter of 9 binary beats 


) oi iaedal 
Bee ft tit | 
Beats 12 3 4 567 8.9 
Compound meter of three ternary beats: 
a. —_— ee, 


(vt) 


Beats 1 2 

The most employed of the irregular or al- 
ternate meters is that of 4 which is termed 
quintuple. The alternate meters are shown 
by numbering each division of which they 


! 
a J | | | ) is shown 
@ o:i@ed@ 
| | 2 { 
e 4 
order to analyze easily any meter whatever, 
either regular or irregular, it must be re- 
membered that the lower figure (of the time 
figures) shows into how many parts the 
whole-note is divided and the upper figure 
shows how many of these parts go to @ 
measure. In the present instance the Oe 4d 
shows that the whole-note is divided into 


are formed: 


Jae and so forth. In 


\ four parts (or quarter-notes) five of which 


will go to a measure. The emphasis or accent 
will always fall on the initial note of each 
measure or of each sub-division of irregular 
time as may be needed. But the accentuation 
and the proper writing of time groups will 
require fuller consideration later, if neces- 
sary. 


“That Beautiful Wave-like Sound of 

Voice.” 

. Kindly tell me how can I develop that 
beautiful wave-like sound of voice character- 
istic of the famous singers?—I. R., El Vaso, 
Texas. 

A. Much depends upon what you mean by 
“wave-like sound.” Do you mean a tremolo 
or a vibrato? A tremolo is a _ tremulous, 
shaky, “wobbly” vocal sound, over which 
the singer has no control, which expert musi- 


cians and critics denominate “the detestable 


tremolo.” The vibrato is a vocal effect pro- 
duced at will by the singer’s breath man- 
agement, causing a rapid difference of in- 
tensity of one tone but without any differ- 
The tremolo, on the other 
hand, usually produces two notes of differ- 
ent pitch—whence its name “detestable.” 
With regard to the tremolo, don’t. For the 
vibrato, a very effective means for expressing 
great emotion, practice the following exer- 
cise constantly, until you have acquired per- 
fect control of the action of the diaphragm. 
In this way alone a perfect vibrato can be 
acquired. Exercise: inhale, about two-thirds 
of a full breath. Sing, as follows: 


One breath only - mf 
-Keep same intensity throughout. 


ounti 234 1234 
Silently 


without taking a second breath. Sustain 
the one time mf. without any diminution 
of intensity, but slightly accent each repeated 
note as marked, entirely by means of dia- 
2 impetus, and increasing the 
S| as indicated. When acquired, this re- 
sults in a simulated expression of emotion 


i which may be repeated at will. 
y 


Fugue, No. V, D Major, Bach. 

__ Q. How should I play the trill in measure 
: Bachs Fugue, No. V (Well-Tempered 

rd) D Major; also the mordent in 

¢ 20 of the same Fuguc?—A, B. C., 

Canada. 


DRESS OF THE INQUIRER. 
ONLY INITIAL8, OR PSEUDO- 
NYM GIVEN, WILL BB PUB’ 
LISHED WITH QUESTION 


A. Play as follows (other questions will 


be treated later): . 
Trill 


Q. I would like to know if the treble Bb 
in the second measure of Schubert’s Scherzo 
(posthumous) is supposed to be ticd. I cannot 
make out whether or not this is a regular 


tie. In a sense it looks like one and then 
again it does not.—W. D. K., New York City. 

A copy of the music should always ac- 
company the question (it would be returned). 


The question evidently refers to the two Bb 
a 
. . 


flats, written: @ @. The indication is that 


the notes are not to be played staccato, yet 
they are to be disconnected (although less 


yay 


There are three forms of staccato: the dash 


so than a dot-staceato) thus: 


‘ ,» Which makes the note equal to a quarter 


of its note-value; the dot ‘ ,» Which makes 


the note equal to half its note-value; and the 
slurred dots which make the notes equal to 


three-quarters of their note-values, thus: 
“ yw Bic 
d-f 4%. - 6 Re Ne a ee 


In the last instance the first note is slightly 
disconnected from the second. 


Extensions Above an Octave. 

Q. I have fairly long fingers but not long 
enough to stretch the chords in the following 
passayes: 


Written 


How may I play it?—B. R. H. Yonkers. 

A. Play the passage arpeggio (that is to 
say, all the chords over an oetave) aecenting 
more strongly the right-hand thumb, in order 
to mark the melody. At the same time, prac- 
tice the “Exercises for Extensions.” by Isidore 
Philipp. 


An Interrogative Olio. 
Would you kindly help 


. me on 
forgotten points? 


some 


i. Why docs “A” have rests under the upper 
notes? Are they the 2nd and 4th beats in 
the second voice? ii. Why has “B” note 
two stems? iii. Why has the note b, in 
“0,” two different stems? iv. Does the line 
joining the bass and treble notes, in “D” 


(Continued on page 293) 
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THE ORIGINAL ff ce 
POINT SYSTEM PIANO BOOK 
FOR BEGINNERS’ 


JOHN MOKREJS 


In three Books - - - Each 60c 


A New Educational Work of Tremendous Importance 
_ The POINT SYSTEM method of study centers the child’s musical think- 
ing from the first on POINTS (1-3-5-8 of any given key). First Pieces are 
composed entirely of POINTS which makes them easy to hear, understand 


and memorize. Scales are learned from Point to Point—i. e., 1, 2, 3—3, 4, 5— 


5, 6, 7—8; the order of keys followed is natural, each preceding key being the 
dominant of the following key. : 

The material used is attractive and will appeal instantly to the child mind. 
Jolly little pieces, tuneful and gay, with fascinating titles teach all the funda- 
mental facts of music from the POINT VIEW. Preliminary Point Exer- 
cises enable the pupil to know just what notes to expect in the piece, and with 
the knowledge of the POINTS. in mind he will play as readily in one key as 
another and not forget or miss the sharps or flats. c 

The Point System is unassailably LOGICAL and SCIENTIFIC, build- 
ing soundly and understandingly for full musical consciousness. 


EVERY PROGRESSIVE TEACHER OF PIANO WILL WANT TO KNOW THIS NEW 
APPROACH TO THE STUDY OF MUSIC AND PIANO PLAYING 


CLAYTON F. SUMMY CO., Publishers 


429 South Wabash Avenue, Chicago, III. 
We shall be glad to send ‘Keys to the King’s Castle’ on approval 


A Collection of Unusual Interest to Pianists 


MODERN PIANO PIECES THE WHOLE 
WORLD PLAYS 


If it is your pleasure to revel in beautiful piano 
compositions by famous modern composers, you 
will derive an unlimited amount of enjoyment 
from this book, which contains more than seventy 
masterpieces by Brahms, Chaminade, Debussy, 
Granados, Grieg, MacDowell, Moszkowski, Rich- 
ard Strauss, and many others. Each composition 
is carefully fingered and phrased. The book con- 
tains 256 pages. 


MODERN 
PIANO PIECES _ : 
> THEWHOLEWORLD : 
: PLAYS 


This is the Complete Contents : 


Melodie, Op. 18, : Moszkowski 
Metodie, Op... 16, 290), 2 ses ee Paderewski 
Mientistt, sOpi 36 is sais» Uh vous ane B sr wa Jensen 
Moment Musical . Scharwenka 
Murmuring Brook Poldini 
Nachtsttick, Op. 23, No. 4 sssseesd Schumann 
Nocturne ..Borodin 
Papillon ...Grie, 
Petite Mazurka pelinikof 
Karganoff 

Blumenfeld 
Debussy 

«++. Hervey 

Sie wistpie at ve is’s aly Schiitt 
Rachmaninoff 

© v Pi delti ately.» Oe Raff 
Rubinstein 

Tschaikowsky 

Paroles .iics ase, ees Fauré 
MacDowell 


A L’Eglise 
Alla Mazurka 
An Album Leaf 

Angelus (Scenes Pittoresques) 
At Sunset 

Au Bord du Danube 
Auf Stillem Waldespfad 
Au Matin 

Barcarolle, Op. 33 
Barcarolle, Op. 62, 
Beim Kranzewinden 
Berceuse 

Berceuse, Op. 16, No. 1 
Berceuse Ops 265) Now Pia < 25 acne eran Schytte 
Canzonetta Cut 
Chanson Triste 

Characteristique 

Consolation, Op. 19, No. 6 

Diataciiatior WING, 22) geen cea ei aete es ¥ Lisst 
Cradle Song We etre 
epRSCEnGal eben oak ais mahi eee a Le asson 
Elégie, Op. 1, No. 3 Youferoff 
En Bercant Schiitt 
Erotikon 

Gavotte Moderne 

Gipsy ince wON. 20) bas cia. 2 > wer nie ticks Sarasate 
Gondola, Henselt 
Habanera Chabrier 
Humoreske, Op. 10, No. 2..... Tschaikowsky 
In the Wood 

Klaviersttick 
Liebestraum 


Nemerowsky 
Wagner 
....Massenet 
MacDowell 
Wormser 

R. Strauss 
Godard 


ie, Op. 34, No. 5 
Romance 
Romance, Op. : 
Romance, Op. 
Romance, Op, 5 
Romance Sans 
Scotch Poem 
Serenade 
Silhouette, Oo. §,. No. 2 oc. cubes bas Dvorak 
Silhouette, Op. 8, No. 4... 
Song Without Words 
Souvenir 
Souvenir, Op. 10, N 
Spanish Dance, Op. 
Spring Song 
Sylvains, Les 
Toreador et 
Traumerei 


. Saint-Saéns 


: Karganoff 
. 1... Mosskowski 


Andalouse 
Strauss 
Dvorak 
Schiitt 
Granados 


Jadassohn 
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Waltzes, Op. 39 (Selected) 
Warum? Op. 12, No. 3 


PRICE, $1.25—For Sale at all Music Stores in the United States. (Not Sold in Canada) 
Senp FOR “WioLre Worvp” 


D. APPLETON & COMPANY, 35 W. 32nd Street, New York City 


Please mention THE ETUDE when addressing our advertisers 
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No Course of Studies, Series, Method or School 

has a Record of Acceptance Comparable with that 


Shown bythe Very Great Number of Copies Bought 
Annually by Leading Teachers Everywhere of the 


| STANDARD GRADED 
| COURSE OF STUDIES 


ublished in Ten Grades, 
Di Grane ae ee FOR THE PIANOFORTE 
The Greatest Studies Selected and Arranged by World Famous Editors 


STANDARD § 
GRADED COURSE 
| OF STUDIES 


FOR THE PIANOFORTE 
IN TEN GRADES 


KY 
KORSAKOW 


HE INFALLIBLE TEST OF TIME has made this delightful and practical piano study 
course the leader of all. 


Representing the most brilliant brains of the foremost educators in the art of music, the 
“Standard Graded Course of Studies” has been continually enlarged, re-edited and kept 
up-to-date by eminent experts. This has been done regardless of expense in order to keep 
the work in step with the most modern conditions of the art. 


This ceaseless improvement has been going on from year to year without ostentation. For 
instance, the great Spanish virtuoso-teacher, Alberto Jonas, revised a volume a year or so 
ago, and this is the first public mention of the fact that such a notable editing had been given 
FIELD. that volume. 


This indicates our determined policy of keeping the “Standard Graded Course” up to the 
latest and highest standards of musical education. 


THE STANDARD GRADED COURSE, Originally Compiled and Edited by W.S. B. Mathews 
and Theodore Presser, is Published in Ten Grades, Each Grade a Separate Volume, covering 
Piano Study from the Very Beginnings to the Highest Degrees of Virtuosity. 


PRICE, ONE DOLLAR EACH GRADE 
Teachers may adopt the “Standard Graded Course” for pupils at any stage of study since any grade is sold separately 


And This Season’s Triumph in Musical Education 


Is a Remarkable Very First Piano Book for Use With Little Tots Preceding the 
Standard Graded Course of Studies or Any Other Course of Instruction 


MUSIC PLAY FOR EVERY DAY 


PRICE, $1.25 ALSO PUBLISHED IN 
COMPLETE PARTS FOR CLASS USE 


Every Day Brings Letters from Enthusiastic Teachers. Here are Two of 
the Hundreds of Wonderful Commendations That Have Been Sent Us. 


THE PORTRAITS SUR- 
ROUNDINGTHIS PAGE 
SHOW BUT A FEW OF 
THE HUNDREDS 
WHOSE STUDIES, COM- 
POSITIONS AND 
KNOWLEDGE HAVE 
BEEN UTILIZED TO 


The Gateway to Piano Playing 


May Iadd my praises for the welcome book, “Music 
Play For Every Day.” It is the best I have ever = paate 
and has brought children to my studio. They love 
the melodies and words and they ‘Practice because 
they want to know what is coming. I am very 
thankful for this Playtime Book. 

Miss Ellen E. Percival, New York State. 


“Music Play for Every 
Day” appeals to the child’s 
imagination from the start. 
Its game-like lessons, story 
book style explanations, 
captivating pictures, charts 
and melodious and rhyth- 
mical musical material 
make every lesson a “‘play- 
time” to the little tot. 
Unsurpassed for the first 
piano work with children 
5 to 8 years of age. 


LBERTO JONA 


com 


I have been having greater success than ever before 
with beginners since I started | using the wonderful 
“Music Play For Every Day.” And the fever for 
starting children at an early age, instead of waiting 
until they are half grown, has increased by leaps 
and bounds since the advent of this book. 

Mrs. John A. Barnett, Indiana. 


THEODORE PRESSER CO. 


Music Publishers and Dealers Specialists in Direct Mail Service 


1712-1714 CHESTNUT STREET 


PHILADELPHIA, PA. 
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‘(ohe Private Ceacher 


N no country in the world has there been such 

an amazing development in musical conserva- 

tories as that which has come about in America 
during the last twenty-five years. We have every 
reason to be immensely proud of our music schools. 
They supplement but by no means supplant the work 
of the private teacher. Like the family doctor, and 
like the surgical specialist, there will always be a rich 
and broad field for private educators in music. 

The contact between the 
music teacher and the mu- 
sic pupil is one of the 
closest in the pedagogical 
field. Music has been suc- 
cessfully taught in classes 
up to a certain point, just 
as art has been taught in 
groups. However, minute 
observations of both meth- 
ods convince us that, while 
it is a fine plan to have 
young people who are in- 
terested in studying music, 
to meet in groups and con- 
ferences such as teachers 
have been giving for years 
at pupils’ recitals; still the 
private teacher, sittingalone 
with the pupil, watching 
every note and every finger, 
can and does, in practically 
all instances, render an in 
dividual service which is 
invaluable. This is largely 
because of the art back- 
ground of music and be- 
cause, in music, practically 
every individual presents a 
markedly different problem 
from every other individ- 
ual. Any young teacher 
who has given only a hun- 
dred lessons finds this out. 
It is one of the reasons why . 
musical pedagogy is so hard to impart. It is one of the 
reasons why the older teacher, who has “kept up to 
the’ times,” is often able to do more with intricate 
cases than the youngster. After one has given four 
or five thousand lessons, one is just beginning to learn 
the higher technique of teaching. . 

Again, we are continuously presented with the 
fact that some teachers can command the attention 
and the interest of a class, while others must, by the 
very nature of things, confine themselves to private 
instruction. Liszt was an example of the first class; 
while Chopin found anything like class instruction 
abhorrent. Chopin was the ideal private teacher. 

There is no question but that class instruction in 
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pianoforte playing will do a great deal of good. It 


will help thousands, who otherwise can not afford’ 


music study, to get a start. Later they will take up 
the study individually with some teacher in or out 
of a conservatory. 

There may be some so unfitted to the class or group 
idea that they will become disheartened and dis- 
continue. We know of one case of an art student 
who failed utterly in art classes but who triumphed 
wonderfully under a pri- 
vate teacher. The right 
course was not discovered 
until the parents had spent 
two or three thousand 
dollars. 

Class instruction, by the 
law of competition, will 
improve teaching in gen- 
eral, from the standpoint 
of quality. The private 
teacher depends upon the 
quality of his work for his 
success. He has something 
very serious at stake. If 
his pupils do not succeed, 
his reputation and his for- 
tune will diminish. This is 
an enormous incentive and 
at the same time a great 
responsibility. We know, 
because we have been 
through it. 

There will always be an 
ever-increasing demand for 
the better class private 
teacher of beginners and 
adults, if that teacher will 
but keep on ever advanc- 
ing. With the huge in- 
crease of hospitals there 
has been a corresponding 
growth of medical special 
ists and their fees have in- 
creased enormously. With 
an increase in the number of conservatories we pre- 
dict a demand for high class teaching specialists far 
greater than ever before, and we are sure that their 
fees will be so magnified that their musical pedagogical 
grandfathers, who received one dollar a lesson, would 
be speechless. Even the great violin teacher, Leopold 
Auer, who is said to have received as high as one 
dollar a minute at some of his master classes, probably 
would be surprised could he but know the fees which 
great music teaching specialists may receive in the 
future. Our debt of gratitude to the private teach- 
er is unlimited. Thousands of the patient, self-sacri- 
ficing workers in all parts of the country are the real 
foundation of our future. 
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PIANO MAKING IN AMERICA 


N OUR beloved country, manufacture of all manner of 
things has reached such prodigious volume and such high 
standards and such enormous distribution that we stand before 
the world as one of the great constructive forces of modern times. 
-We have taken our wealth from the earth, from the fields, from 
the forests, and have combined it with the products of all the 
‘world, in cyclopean measure, for the benefit of all mankind. 

We may be pardoned for our pride in our products and in 
the men and women who have been building up our industries 
for one hundred and fifty years. 

There is no manufactured product, however, in which the 
American can take more pride than in our own pianos. Pos- 
sibly some of the worst pianos in the world have been made in 
America, by factories operated for mere commercial motives. 
On the other hand, it is generally admitted that the finer Ameri- 
can pianos are not excelled by any instruments made anywhere. 

We like to think of our American pianos as being the work 
of superior craftsmen with ideals above the mere matter of 
making money. A fine piano is an art product, not the result 
of automatic machinery like a “production” automobile. 


Two years before the signing of the Declaration of Inde-- 


pendence, John Behrent, in Philadelphia, made what is believed 
to have been the first piano made in America. Since that time 
thousands of men and millions of capital have been invested in 
the making of pianos in America. Many of the first makers 


employed the finest craftsmen who could be imported from. 


Europe. Working in a new world, amid unrestrained conditions, 
their inventive faculties were developed, and some of the great- 
est improvements in the manufacture of the instrument have 
been created on American soil. 

THE Etupe’s policy of not identifying individual manufac- 
turers in its reading columns prevents us here from mentioning 
many of the splendid pioneers who in the last century contrib- 
uted enormously to the art of piano making in America. 

We advise our readers to study the history of the piano in 
Grove’s Dictionary and in other reference books. It is stamped 
by the highest ideals and personal character of the makers. 

The merchandising of the piano in America is conducted 
upon a level of distinguished presentation of the various makes 
that may well give all musicians real pride. In all of our Ameri- 
can cities there are piano ware-rooms that are the most beautiful 
display rooms of their kind. Anyone in New York, strolling 
up Forty-second Street to Fifth Avenue and then to Fifty- 
seventh Street, cannot help being impressed with the modern 
palaces in which the piano is enthroned. No merchandise in the 
world is launched amid more artistic and beautiful surroundings. 
This is richly merited by the enormous service that the instru- 
ment has brought to musical art. 


GALLOPING YEARS IN MUSICDOM 

AR leap from bustle and hoop-skirt days to this frolicsome 

hour of the open-back Lido bathing gown is no greater than 
that from the music of the sixties, seventies, eighties and nineties 
to that of 1929. Great Glory, what a change! We have hurdled 
from the age of the backwoods parlor organ, with its Victorian 
veneer, to the modern grand piano in the Della Robia room— 
Florentine even to the imitation candles set in the fifteenth 
century, wrought-iron brackets. The “Battle of Prague” has 
turned to the “Battle of the Plagues” (as the Jazz trash so 
often heard might be called). Music is wirelessly piped in our 
houses like the town water, and we may have whole libraries 
of record interpretations of great masterpieces by the greatest 
artists. 

But, cara amica, this is an age in which we must interpret 
music if we would get the best from it. Some have called it 
“The Age of Music.” We grant it that. Musical opportunities 
have multiplied like daisies in the field. Music means more to 
everybody now than at any other time. The radio and the 
sound reproducing instruments are among the greatest blessings 
of modern life-—but unless we utilize them in the proper manner 


‘ 
they may deprive us of some of the major advantages of music. 
Hearing music is one thing. Actually studying it is another. 
There are thousands who because of lack of opportunity must 
go through life without ever learning to play; to them the radio 
and the sound reproducing instruments are godsends. 

However, the advantages of learning to play an instrument 
are so extraordinary that to be deprived of this experience is 
indeed unfortunate. Music study is unique. Like love and 
childhood, there is no substitute for it, nothing that can take 
its place. It compels much more accurate thinking than any 
other study. It makes for fine memory, poise, and culture; its 
value in modern social life is irreplaceable. Music study en- 
hances the enjoyment of everything that comes from the radios 
and.the records. It establishes new social and cultural strata 
for the adept. It now is far more pleasantly learned than 
ever before. 

The women of the music clubs of America have no greater 
opportunity than that of making clear to mothers everywhere 
that the failure to give a child a good musical training is, in 
this age of music, almost as serious an error as failure to teach 
him to read and to write. The time has already arrived when 
musically illiterate people are classed with those who leave 
their spoons erect in their cups and spell cheese with a “z”— 
that is, those who have not made the most of their chances. 

The study of music, particularly for little beginners, today, 
is made as appetizing as cream tarts. Happy illustrations 
attract, melodies invite, fairy illusion awaits, and children are 
unconsciously swept to proficiency, without the slightest sug- 
gestion of the old treadmill methods of yesterday. More than 
this, the “sound reproducing instruments, the radios and the 


- music in the movies give them a musical appetite which in 


itself contributes to normal musical growth. Yes, above all 
things, see that the little ones get every possible chance for 
music study. 

(This editorial was originally written by the Editor of 
THE ETUDE on request for a music club magazine.) 


LEISURE—THEN WHAT? 


BY since man first wrought an ax out of a flint rock he 
has been making tools to reduce labor and insure leisure. 

Toil—child of civilization—has been kidnapped by count- 
less mechanical and electrical contrivances so that our working 
hours have been cut down almost beyond belief. 

Saint Henry of Detroit, patron deity of the age of 
machinery, proclaims that we are coming to a five day week. 
Fine, Henry, but what are we going to do with all this 
leisure? 

Some will unquestionably throw it away upon extravagant 
foibles as lasting as a puff of smoke. 

Others will use this precious leisure in building those 
soul, mind and body qualities which make the game of life 
worth while. They alone have found the secret of happiness. 

Few things can be more profitably developed in leisure 
than the study of music, particularly the piano. There is 
nothing so completely absorbing, refreshing, or inspiring for 
the average man or woman as an hour at the keyboard ex- 
ploring with one’s own fingers the magic realm of music. Every 
note must pass through a keen, vitalized, exalted soul. Vaca- 
tions, avocations, games (even golf) cannot steal one more 
absolutely away from the daily grind. 

Of all the things that are learned in school days, nothing 
provides more for later leisure hours than learning how to 
play an instrument. Scores of the foremost men in the pro- 
fessions and the industries have emphatically stated that play- 
ing the piano in their leisure has been of unlimited practical 
value in their careers and in their life happiness. 


Many of the greatest masters have been obliged to 
do hack work, notably Wagner and Dvo¥ak. Re- 
member the words from the Talmud: “Do not be 
ashamed of any labor, even the dirtiest. Be ashamed 
of only one thing, idleness.” 
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THE’ GARGOYLES OF NOTRE DAME VIEW PARIS AT TWILIGHT ) 
Ohe Music of Paris the Inimitable 
a SEVENTH IN A SERIES OF MusicAL TRAVELOGUES — INTIMATE Visits TO EUROPEAN MUusICAL SHRINES 


Intimate Visits to Musical Shrines 


‘FT WAS Hackensack night at the Folies 
Bergére. At least we were treated by 
those in the neighboring seats to the 

Jatest gossip from the Jersey metropolis. 

If the majority of the other visitors were 

‘not Hackensackites, they lived within a 

stone’s throw of Main Street somewhere 

in Yankeedom. We had peculiar evidence 
of this. An actor came down to the foot- 
lights and made an announcement in 

French which met with vociferous ap- 

plause frcm a very few auditors. Another 

actor came forward and made the same 
announcement in English, and the house 
blew up with something like spontaneous 
tombustion. It appeared that he said that 
an unknown young American called Lind- 
bergh, who only that afternoon had been 
deseribed as a “crazy fool,” had actually 
flown from New York City to Paris and 

Bourget. Josephine 

Baker, a comely mulatto singer and dancer, 

turned handsprings across the apron of the 

stage, in honor of her compatriot ; the orch- 

-estra started the “Star Spangled Banner” 

and then the “Marseillaise.” Everybody 


sang, and the entente was just a little more 
. cordiale that night than it had been any 
- time since the war. 

The Folies Bergére, the Moulin Rouge 
and the Casino de Paris, the wicked Meccas 


By James Francis Cooke 


of thousands of Americans, are after all 
very little different from many of the 
Broadway revues. They are quite as vul- 
gar in design, but are carefully insulated 
in intent, by colloquial French which few 
of the auditors apparently understand. As 
spectacles, they excel most American 
revues, because dressmakers, costumers 
and makers with high artistic 
training can be procured at a fraction of 
the cost of similar America. 
The that performances, 
given not in small dance halls as many 
may suspect but in large modern theaters, 
remind one of peacocks dancing on rain- 
hows. In this sophisticated age they seem 
even bland and innocuous to some. The 
background, sinister enough 
to anyone who is looking for disaster in 
the disguise of joy. One need sec only the 
beautiful, however, and in these amazing 
shows French art and fine taste are always 
manifest. 


scenery 


services in 


result is these 


however, is 


The National Flair 


HE MUSIC is most interesting. Tor- 
getting, for the time being, the large 
areas of the scores frankly borrowed from 
American jazz, there is something decided- 


ly distinctive and “Frenchy” about the 
verve and snap of the performance. The 
orchestras are composed of exceedingly 


“eatch” their rhythms 
untorgettable lightness 
But, please, don’t judge 
They 
are made for the American trade and are 
filled with condiments which 
have been absent in the best French revues 
we have seen in the theaters patronized by 
the French people themselves. The splen- 
did, manly French gentleman is just as 
remote from the frivolous caricature we 
see on the stage as is the blatant, loud- 
mouthed cartoons of the tsolated offensive 
American distant from the average Ameri- 
can man. French men and [’rench women 
serious, earnest folk, volatile in their 


fine players who 


and “cues” with 
and. effectiveness. 


Paris or France by these spectacles. 


salacious 


are 
fun, but with a warm human outlook. 

Paris is always flooded with students. 
They roam the strects in the very costumes 
we have seen over and over again in “La 
Bohéme.”” Conventionality was guillotined 
ages ago in Paris. The students of Paris, 
with their penchant for pranks, add an air 
of gaiety and a depth of coior to Parisian 
streets not to be found in any other city 
of the Occident. But Americans see little 
or nothing of the life to which many 
French students habituate themselves. The 
Americans who masquerade in the festive 
costumes of the French students are usually 
counterfeits who think more of the 
than of their art. 


pose 


painting reproduced 
the Erupe Music 
MAGAZINE this month, “A Student 
Serenade in Paris,” is not an unfrequent 
episode in the Latin. Quarter or under the 
shadow of the huge du 
Sacre Coeur which Montmartre, 
that singular butte of iniquity and sanctity 
which the Paris. 
American students do not take kindly to 
the with 
which most great careers have heen bought. 
Perhaps we the art of 
sacrifice in this land of milk and honey, 
to say nothing of automobiles and install- 
ments. 

There is, withal, a romance about Paris 
which Charpentier has intimated in his 
vista in the last act of “Louise.” You may 
have this view by climbing to the towers 
of Notre Dame and observing Paris, in 
the company of the gargoyles. . But do not 
look toward the Tour Eiffel, else you will 


Nevertheless, the 


on the cover of 
for 


white Basilica 


crowns 


rises from plains of 


earrets. Sacrifice is currency 


have not learned 


be shocked by blatant Americanism; be- 
cause an automobile manufactsrer (Cet- 
reon) has converted this prodigious steel 


spire into’a mere framework for a brilliant 


electric sign. 


L’Opera 
NY Vig HAVE TOUCHED upon the 
frivolous phase of French life first 


because it is the magnet which confessedly 


THE GRAND OPERA OF PARIS, FROM WITHOUT AND WITHIN 
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THE GRAND STAIRCASE OF THE PARIS OPERA 


attracts so many Americans, large numbers 
of whom never take the time to become 
acquainted with the wonders of the city 
of light. In music they know of the 
Grand Opéra largely because they cannot 
escape it. With rare presciente Napoleon 
III saw to it that this magnificent build- 
ing was located within gunshot of where 
the offices of various tourist » bureaus, 
American Express, Thomas Cook and Son 
would be located in the future. This won- 
derful edifice required thirteen years in 
building (1861-1874). Although it is 
huge in external appearance, covering 
nearly three acres, it seats only 2,156 audi- 
tors. The building cost approximately 
seven and a half millions, and in this day 
it doubtless would cost many times that 
amount. Numerous different kinds of 
rare marbles are used in its structure. 
The enormous stage, with scene loft nearly 
two hundred feet high, makes possible the 
production of any imaginable theatrical 
spectacle. 

With memories of such spectacles as 
Reyer’s “Salammbo” and that impressive 
French masterpiece, Gounod’s “Romeo and 
Juliet,” as we saw them years ago on the 
same stage, we went to the opera (1927) 
filled with joyous expectations. 

Unfortunately, Rimsky-Korsakoff’s “Coq 
d'Or” (although splendidly acted) and 
Massenet’s “Thais” did not seem nearly 
so fresh or exuberant as they do at the 
Metropolitan, nor were the orchestra or 
the chorus as effective. There seemed to 
be an unpardonable lack of that very qui 
vive in the orchestra pit that we expect of 
the French and always witness in the in- 
terpretations of their fine symphony or- 
chestra. We felt ourselves discourteous 
to think of criticising, even in our own 
minds, when surrounded by such a his- 
torically hospitable people. But after hear- 
ing opera in many parts of the world we 
had learned to look for finer things. 


Humble Beginnings 
HE GRAND OPERA is, properly 


speaking, the flower of the Académie 
de Musique, one of the most amazing insti- 
tutions in the history of the art. It is 
now in its fourth century. During this 
time it has had many “ups and downs.” The 
first royal letters patent were granted to 
the Marquis de Sourdéac, the Abbé Per- 
rin, and Robert Cambert by Louis XIV 
in 1669, to give operas and dramas in 
French verse, after the style then popular 
in Italy. To gain a proper perspective of 
this we should remember that the 
Académie was started sixteen years before 
the birth of Bach and Handel. The 
Académie was opened in 1671 with the 
opera “Pomone” by Cambert. How lim- 
ited the scope of this institution was, in 


comparison with our modern opera houses 
calling for hundreds of participants, may 
be judged from the fact that the entire 
strength of the company consisted of an 
orchestra of thirteen, a chorus of fifteen, 
and nine principals. 

In 1672 the Académie Royale came 
under the direction of that startling musi- 
cal adventurer, Jean Baptiste Lully (1632- 
1687), who was the martinet of the insti- 
tution until 1687, when during a fit of 
anger he hit his toe a sounding whack 
with the cane he used as baton and died 
a little later from blood poisoning. He 
served to give this national institution, 
which has done so much for art, a fine 
foundation. During the years of his su- 
premacy he produced some twenty works 
for the stage (together with the tiresome 
poet, Quinault). During the reign of this 
musical despot several noblemen were 
permitted to appear in the performances, 
setting altogether new precedents. 


Rameau’s Innovations 


FTER LULLY’S DEATH the opera 

lagged until the advent in 1721 of 
Jean Philippe Rameau, then thirty-eight 
years of age. During his period the opera 
saw a great advance. Rameau was a’ far 
broader man and a much more gifted 
musician than Lully. He has been called 
the creator of the modern system of har- 
mony, and his works indicate a splendid 
departure in the way of novelty. In ad- 
dition to being a great composer he was 
an exceptional organist and wrote his Nou- 
veau Systeme de Musique Theorctique. 
After Rameau the next figure of signifi- 
cance in the Académie was unquestionably 
Christoph Willibald Gluck, whose “TIphi- 
génie en Aulide” was first given on April 
19, 1774. He was soon followed by his 
tactless rival, Piccinni, and a battle royal 
between the admirers of these composers 
ensued. 


A Royal Patron 
[yy XVI in his last days took an 


amazing interest in the Académie, even 
supervising some of its functions. Cheru- 
bini, Spontini, Gossec and other opera 
composers were later leaders in its des- 
tinies. The French Revolution impeded 
the activities of the Académie for some 
time. We then encounter the names of 
Boieldieu, Kreutzer, Paér and Duvernoy, 
shadows of their great predecessors. Nat- 
urally the works of eminent German com- 
posers came, to the front, and we find an 
era of Mozart and Weber. “Der Frei- 
schiitz” was given at the Odéon Théatre 
three hundred and eighty-seven times in 
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THE FOYER OF THE PARIS OPERA 


succession. Meyerbeer and Rossini, Ger- 
man Jew and Italian, became French citi- 
zens and charmed the opera goers. Hérold, 
Auber and others lead us up to present 
times, 


The Sacred Flame 


OR DECADES Paris was the operatic 

center of the world. The great war in- 
terrupted its operations in this field, and 
it may take some time to get back on the 
magnificent scale of former years. There- 
fore, it is unfair to criticize the Grand 
Opéra in Paris at present. The maintenance 
of the opera has been conducted with huge 
munificence in the past. France has been 
through an inferno. It may take years 
before the government will feel justified 
in making huge subventions again. The 
signal thing, however, is the fact that the 
Académie comes as near representing per- 
manence as anything in the art world. It 
may go up and down, but, like a sacred 
flame, it never goes out. 

The Opéra Comique during 
years has been far more _ interesting 
to American vistors than the Grand 
Opéra. It dates from 1715 when it was 
established under agreement with the 
Académie Royale de Musique. Thirty 
years later it became so successful that it 
encountered the jealousy of the Grand 
Opéra and was accordingly closed. The 
new building dates from 1898 and kas 
been the vestibule through which much 
modern French art in the lyric drama has 
moved into better things. The perform- 
ances we saw at the Opéra Comique were 
given with delightful attention to detail, 
in consummate taste, and with real dramatic 
force. Here far more than in the Grand 
Opéra could we feel the impulse of modern 
France. One of the very finest perform- 
ances of Puccini’s “Madame Butterfly” we 
have ever heard was given at the Opéra 
Comique. 

A long and intimate friendship with the 
author of this immortal work, John Luther 
Long, had carried us to many a perform- 
ance of “Butterfly”; but it was in Paris 
that we saw the opera done at its best 
with the sensationally successful Philip- 
pine girl, Tapales Isang, in the leading role. 
In Brussels the manager of the Théatre 
Monnaie told us of this wonderful singer 
and advised us not to leave Europe without 
hearing her. She was billed everywhere 
as a Japanese artist. What was our amaze- 
ment later in the green room when she 
turned the conversation from French to 
“American” and said that she had been 
virtually brought up, in Manila, on the 
Erupe Music MaGazine and that she had 
gotten her great life inspiration from the 
Magazine you are now reading. With the 
memory of the volleys of applause that 


recent 


brought her before the final curtain twenty 
times this was gratifying news to the 
Editor of THe Etune. 

(This article will be continued m the 
next issue of THE ETuDE.) 


Octaves and Blocks 


By Grapys M. STEIN 


Tue number of octaves in which scales 
are to be played are the cause of much 
confusion to young pupils. The word “oc- 
tave” means little to them; but let the 
teacher explain that an octave in music 
is similar to a block in the city streets 
and see how quickly they become, inter- 
ested. Then give them exercises like the 
following, beginning on the lowest C of 
the keyboard: 


Play the first octave with the left hand, 
the next with the right hand, and continue 
so with alternating hands until the top of 
the keyboard is reached.. The key-notes 
of the scales may be played as whole notes 
in order to give time to change from one 
hand to- the other. This exercise helps 
to develop speed and accuracy on the high 
and low keys of the piano as well as in the 
more familiar middle section. 


Relaxation 


By LawTon PARTINGTON 


To ACQUIRE relaxation the student should 
hold the hand in position at the keyboard 
without any straining or stiffness. 

Then, working slowly, he should trans- 
fer all the energy of the hand into the 
first finger, raising it and bringing it down 
smartly on the key. At the very moment 
of impact (the beginning of the sound) all 
pressure should be released, except just 
enough to prevent the key from rising. 

Then the energy should be transferred 
to the second finger, and the same per- 
formance gone through with, the first 
finger being released at the moment of 
impact of the second finger. 

Continuing this throughout a five finger 
exercise several times each day will be 


found a great help to pianists at any stage 


of their development. 


“Music is to the mind as air to the 
body.” —PLaTo, 
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’ HEN WE READ the novels of 
Dickens, his contemporaries, and 
his immediate predecessors, we find 

it frequently mentioned that Mr. This or 

Mr. That played the flute, or tried to. 

And the present generation may wonder 

swhy that instrument, and not the piano- 

forte or violin, was so much in favor. 
There is no other explanation than that it 
was the fashion of the day. Up to the 
first twenty years of Queen Victoria’s 
reign, male amateurs chose the flute, and 
female amateurs the harp as their instru- 
tment, quite a minority devoting themselves 
either to violin or pianoforte. These two 
instruments, now so universally popular, 
had not even been dignified by their pres- 
ent names, but were familiarly spoken of 
as “fiddle” and “piano.” 

_ “Grand” pianofortes were almost un- 

known in private houses, and the upright 
Ones in use were of two kinds. One, the 
older and by far the more frequently met 
with, being strung perpendicularly (instead 
of transversely as in more recent times), 
rose to the height of seven, eight, or even 
nine, feet from the ground—the taller it 
stood the more imposing it looked and the 
costlier it was. It was covered in front with 

a screen of silk, either red, blue, or green, 

but mostly red, and the silk was drawn 

in pleats from the four corners, converg- 
ing to the center, where a brass rose, or 
nob, or miniature metal hand held them. 
I can distinctly remember one in’ my 
fatler’s house of this description, made 
by Eavestaff, then a much esteemed maker, 
on which I was “taught my notes,” perched 
on a high-backed chair with a very small 
seat, and with a specially constructed 
-rest to prevent my short legs from 


THE MAKINGS OF MUSIC 
From Chardin’s Famous Painting in the Louvre 


Past Generation 


By Francesco Bercer 


“Cabinets” of Instruments 


HESE INSTRUMENTS were called 

“cabinets,” and were indeed large 
enough to deserve that appellation. The 
other kind of “uprights” were called “pic- 
colos.” They were much smaller in build, 
resembling the ordinary “upright” of to- 
day, except in tone, which was vastly in- 
ferior to what we are accustomed to now. 
All pianofortes. in those days were “bi- 
cord,” so that when the “soft pedal” was 
used, one literally played with una “corda.” 
These “piccolos’ had the same sort of 
silk fronts as the others, and it was quite 
gradually and slowly that makers departed 
from that construction by substituting the 
handsomely decorated fronts that now 
adorn our “uprights.” 

As mentioned above, most young ladies 
who were ladies learned the harp in those 
days. The position of the player, the at- 
titude of arms, neck, and body generally, 
and the flowing lines of their ample skirts 
were thought to be “so graceful.” The 
yogue for the harp created a supply of 
virtuosi, and some very distinguished per- 
formers, mostly fine musicians, arose. 
Foremost among these were Bochsa, 
Parish-Alvars, and the brothers Chatter- 
ton, and somewhat later John Thomas, 
Ap Thomas, Boleyne Reeves, and Ober- 
thiir. They all composed music for their 
instruments; some were capable of con- 
certos; and the last one named even ven- 
tured upon overtures. For many seasons 
John Thomas gave an annual concert at 
which “a band of harps” performed, and 
a very pretty sight it was to see some 
twenty or more elegantly dressed girls 
seated in seried ranks in the old St. James’ 
Hall in Piccadilly, all tinkling, and glis- 
sandoing, and étoufféeing in The March 
of the Men of Harlech. 


Early Victorian “Accomplishments” 


VN MONG accomplishments taught in the 
early Victorian days, besides playing 
the harp, was dancing with castanets. I 
can recall how my sister, who was my 
senior, on returning home for the holidays 
from the fashionable boarding-school she 
attended in Kensington, delighted her 
parents and Small me by her expert danc- 
ing of the “Cachoucha,” using castanets to 
accentuate her steps. I remember also 
that the tune which somebody played for 
her (it cannot have been myself) was 
from one of Auber’s Operas, which was 
extremely popular at the time. 

It is probable that the tendency of the 
harp to go, flat in a heated temperature, 
and the consequent necessity of frequent 
tuning up may have contributed to its 
going out of fashion as a solo instrument. 
But the puzzle is, what has become of 
all the harps that were once so much in 
evidence? Where are they? Excepting in 
an orchestra, or on the sands at the sea- 
side, or outside a city public-house dur- 
ing the dinner-hour, one seldom sees one. 


Marriage Affects Composition 


C: POHR, whose reputation was at one 

time equal to if not greater than that 
of Beethoven, married a celebrated harpist, 
and it is noticeable that in his Trios for 
Pianoforte, Violin, and Violoncello, the 
pianoforte part is often of harp-music 
type. Can this have been a forecast of 
the female ascendency which since his day 
has expanded so markedly? 

A century and even longer ago it was 
considered essential that every educated 
man should be able to sing his own line 
in a glee or play on some instrument. 
The flute was the favorite one, but other 
wind-instruments had their amateurs also. 
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Favorite Tyusical Instruments of a 


I recall the case of my three uncles, all 
of whom, though engaged in commerce, 
had been taught music, one playing the 
flute, another the clarinet, and a third 
the bassoon. Musicians need not be re- 
minded that the flute of to-day was 
originally called “flauto traverso,” to dis- 
tinguish it from the “flite a bec,” which 
was played perpendicularly. 


Harp and Flute 
‘TS HE HARP that sounded “Through 


Tara’s Halls” migrated to “Queen’s” 
Hall, and the flute with which Orpheus 
charmed trees and wild beats and about 
which Sullivan sang to melodiously, has, as 
a solo instrument, taken a still longer 
journey. Was there not a cynic who 
asked “What is more tiresome than a 
flute solo?” and answered his own ques- 
tion with, “A duet for two flutes.” 

But in the orchestra the flute main- 
tains its ground. All the great masters 
have left us tit-bits of orchestration, scat- 
tered in their symphonies and overtures, 
in which the flute is a most important 
factor, by reason of its peculiar timbre, 
so unlike that of any other wind instru- 
ment. Think of the opening measures in 
Mendelssohn’s Overture to “A Midsum- 
mer Night’s Dream,’ or of the flute 
bravura in the pastoral section of Rossini’s 
Overture to “Guillaume Tell,” or of the 
remarkable flute fanfare with which Verdi 
illustrates the flashes of lightning in the 
final scene of his “Rigoletto.” No tone- 
colour could have been selected more 
happily to illustrate “the peace that pass- 
eth all understanding” than that selected 
by Mendelssohn in the final notes of “O 
Rest in the Lord,” a pianissimo shake in 
the lower register of the flute. And has 
not Berlioz, that master of tone-painting 
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(though of very little else), written a 
Screnade for two flutes and one harp in 
his ‘“Enfance de Christ?” - 


Hamlet’s Flute 

APAGENO in “Il flauto magico” sings 

of his flute; but it is not our flute he 
handles; it is a shepherd’s pipe. And 
master Hamlet, when he reproves Rosen- 
crantz and Guildenstern with “Though 
you can fret me, you cannot play upon 
me,” speaks of a pipe, not of a flute. 


The last time I heard a duet of harp- 


and flute was on a Thames steamer in an 
excursion to Kew Gardens. The harpist 
played in E, and the flautist blew in F, 
but that did not distress me in the least. 
A course of ultra-modern orchestral. music 
had. trained me to like that sort of thing. 
I marked my appreciation of this exhibi- 
tion of “advanced” music by bestowing a 
six-penny-piece on the performers, after 
which I felt I had contributed my mite 
towards the ostracism of the old masters. 


On Ability to Sight“Read 


By Dr. ANNA PATTERSON 


N THE PROFESSION of Music, there 

are many side-issues, if we may so 

term them, which, more or less neces- 
sary in the training of the complete musi- 
cian, nevertheless come more easily to some 
than to others. Among these none is so 
marked as the ability to sight-read, and 
especially to “read at first sight.” One 
frequently thinks of the worthy chorister 
of Chester who, rebuked by the rather 
irate Handel (then on his way to Ireland 
to produce in Dublin his world-famous 
“Messiah”) because he could not quickly 
decipher the composer’s manuscript, aptly 
replied: “Yes, Sir, I can read at sight— 
but not at first sight!” 

How many worthy exponents of the art 
are much in the same plight, their fear 
of an undeserved censure making them 
unwilling to confess. Yet this is a musi- 
cal attainment to which there are frequent 
limitations. Some, by nature, and one 
might even say, temperament, are excellent 
sight-readers. Others, though they may 
reach a certain efficiency, owing similarly 
to natural propensity, always like a pre- 
liminary “look-over” of unfamiliar music- 
script. Again, let us emphasize, it is a 
case of natural aptitude. There are those 
who, mainly through having the propensity 
of looking ahead and taking in more than 
ene detail at a time, are good readers; 
whilst there are others, not less musically 
endowed, who, from one temperamental 
cause or another, do not, and probably 
never will, read well. 


Meeting the Emergency 


OMETIMES emergency may develop 

the latent faculty. It is reported of 
Abt, the song-writer, that he found great 
difficulty in sight-reading until, on one 
occasion, being faced actually on the con- 
cert platform with the necessity to play 
an accompaniment at sight, surprised him- 
self at his success under urgency. With 
not a few musicians, the inability to sight- 
read is owing rather to nerves or lack 
of self-control than to any want of tech- 
nical knowledge. Training can do a great 
deal in preparing a student; and the 
constant practice of playing accompani- 
ments, to either vocal or instrumental 
solos, is the best possible kind of drill- 
work, : 


A few brief hints may be useful to the 
student. Before you start—and a_ brief 
minute or so will be ample for this—get 
a correct mental impression of the key and 
time of the selection, noting rapidly what 
changes of these take place throughout. 
Then grasp the general nature of the “the- 
matic figures,’ so as not to err on the 
rhythmic side. Next, cultivate the faculty 
of taking in two, three or more measures 
at a time “with the eye.” This minimizes 
the chances of surprises and 
kinds. 

A final word of advice might be: “Keep 
cool and ready for any emergency which 
may take place.” Of course, we assume 
that the player has theoretical matters well 
at his fingers’ ends. It will be seen, how- 
ever, from what we already have said, 
that the ability to sight-read is not always 
associated with expert musical knowledge. 


The Silent Reader 


ACO sHes TYPE of. sight-reading 
is that demanded from those who 
follow scores away from an instrument, 
and notably from composers, many of 
whom write down their inspirations away 
from a keyboard. This requires very 
special talent, that is, the power to hear 
with the eye, or rather “with the mind.” 

Father Bach is said to have ridiculed, as 
“Harpsichord Knights,” those of his stu- 
dents who had recourse to the clavier when 
composing. The more rigid type of pro- 
fessor agrees with Bach. But there are 
instances, as was notably so with Chopin, 
when inspiration has first to be sought by 
improvisation at the piano. One of the 
leading English modern composers, Dr. 
Vaughan Williams, very wisely considers 
that, apart from the actual sound being 
heard, it is impossible accurately: to gauge 
musical effects with the eyes only. 

Here again it remains a case for in- 
dividual capacity. If real beauty and 
worth are obtained by a composer, it 
matters very little whether it is by paper 
or through the keyboard that such de- 
sirable results are reached. Each creative 
artist is himself the best judge of the 
means whereby he can best win the Public 
Ear—and this, personified, implies the 
actual hearing of sounds that please. 


Pe and Ply Shadow 


By Louise Stuart HoLMAN 


ALL TEACHERS will agree that only a 
small per cent of music pupils really think 
as they practice. On the lesson assign- 
ment of each pupil this picture might be 
drawn: 


the well-known song being used in order 
to lead the children from the known to 
the unknown, 


Music Road 


Then a story might be told pointing out 
that only when the mind leads the way. 
does the finger (the shadow) go easily and 
correctly. If this picture is: kept before 
the pupil’s mind, the hours at the piano 


Pot of Gold 


will bring joy and the music road will 
lead to the “pot of gold to be found at 
the end of the rainbow.” 


“slips” of all 
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Broken (?hords | 


By CHARLES KNETZGER 


Tuere is perhaps no form of composi- 
tion in which the faults of careless and in- 
experienced players are more glaringly ex- 
posed than in pieces containing broken or 
arpeggio-like chords. 


Ex.1 


Take, for example: 


Do not some pupils invariably play the 
upper chords as if the two lower were 
grace notes to be released at once? 
The.arpeggio, indicated by a waved line 
before the notes, means that the chord is 
to be broken, that is, played from the bot- 
tom upward, one note after the other in 
quick succession. A chord written as 2a 
should be played as 2b, with ties observed. 


When written as 3a it should be played 
as 3b. 


Notice. that in the first example there is a 
continuous arpeggio, beginning with the 
lowest tone in the left hand (for the ar- 
peggio mark joins both staves), while in 
Ex. 2 the two hands begin simultaneously, 
since there is a separate mark. for each 
stave. 

Sometimes only one hand has a broken 
chord as 4a which is executed as in 4b. 


In music of Bach’s time the arpeggio 


was often indicated by the word arpeggio 
written over or under a chord. Bach's 


‘Fantasie Chromatique has the following 


example: 


These chords are played beginning with 
the lowest tone of the left hand chord 
upward and downward as shown in 


The following is an example of an ar- 
peggio for the violin, when 7a is played 
as at 7b. | 


The notes of an arpeggio do not always 
follow exactly in the order in which they 
are written but may be varied to suit the 
taste of the performer. In the following 
example both hands execute the arpeggio 
simultaneously in order that certain inter- 
vals may be heard together. Thus 8a 
may be played as at 8b. 


Occasionally the arpeggio is inverted, 


that is, played from top to bottom. 
Chords containing intervals too wide for 
the span of the hand must necessarily be 
broken. In this case the pedal is used to 
sustain the tones which must be released. 


~ Nothing to Practice 
By T. L. RickKaBy 


Eyery teacher has at some time been 
asked by the mother why a piece has been 
assigned for further practice when it seems 
to them to be already mastered. The 
parent is not to blame, perhaps, for often 
she has nothing by which to judge the 
child’s progress except the pieces given. 
The teacher may find a little tactful educa- 
tion useful in such cases. Pupils them- 
selves will assert that they had nothing to 
practice simply because a new piece had 
not been assigned them. Both parents and 
pupils must be shown that musical pro- 
ficiency is a matter of very slow growth 
and that it does not depend on the number 
of pieces taken. It depends on the regular 
“drill” that is not to be neglected nor even 
slackened for many years, 


“Music gives tone to the universe; wings lo the wind; flight to the 
imagination; a charm to sadness; gayety and life to everything.”—PtLato. 


To an ambitious and industrious pupil 
who studies seriously there will come a 


time when some of the purely mechanical — 
drill may be dispensed with, but that time — 


does not come very soon. Exercises, scales, 
arpeggios and studies constitute this. drill, 
and if pupils have been directed wisely in 


this regard, they always have something — 


to practice, whether or not a new com- 
position has been’ given. 


How about those pieces that have al-_ 


ready been studied? They are to be kept 
up and polished here and there, for it is 
not often that pieces are played as per- 
fectly as they might be. If a piece is 
worth learning it is worth keeping up. A 
music pupil will always find something to 
do if he looks over the ground carefully. 


of their efforts. 


' 


with a corresponding loss of energy, 
accomplish what should be 


\ 
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N THESE TIMES of numerous allur- 
ing “short-cuts” and the tendency ‘to 
try to reach the top with as little effort 


as possible, there is grave danger of failure 


ahead for the pianist. On the other hand 
there are students who put in hours of 
practice yet never receive the full benefit 
They are like old fire 
horses—all wap and down and no “go 
ahead.” 

Probably nowhere is there so much lost 
motion as in piano playing. A pupil goes 
through the most ridiculous movements, 
to 
done with a 
minimum of effort. If an actual moving 
picture could be made of his performance 
of a simple exercise he would readily see 
that he travels miles out of the way to 
_ accomplish his purpose. 


One pianist, for instance, will execute 


an outlandish vibrato motion on a key that 


has been struck, imagining that he is pro- 
ducing an effect similar to that of the vio- 
linist, though a little common sense will 
tell him that such attempts never alter the 
tone after the key has been struck. 
Another will raise his fingers unnecessarily 
high, with the result of loss of speed. 
‘Still another goes through all -sorts of 
strange arm moyements. If these per- 
formers had really mastered their studies 
in school, they would have grasped the 
fact that a straight line is the shortest 
distance between two points in piano play- 
ing as well as in geometry. 


Conservation of Motion 


N SOME OF the big manufacturing 

plants there are men who are paid 
large salaries for reducing unnecessary 
motions in the work of their employees. 
Through this means the workers are able 
to conserve their energy and at the same 
time increase their output. 

Pianists can well afford to think along 
these lines. For a simple, practical ex- 
ample, let us see what the results would be 


‘in striking a note five successive times with 


) 


the finger lifted a quarter of an inch from 
the key, and then striking the same note 
__ five more times, lifting the finger one inch 
from the key. 


Jf DISTANCE FINGER TRAVELS, 
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In the second instance the finger is made 
to travel through space just four times as 
far as is necessary. 

This is not to say that all piano play- 
ing should be done with low finger action. 
It is just an illustration to show how en- 
ergy may be dissipated. However, Mr. 
_ Edwin Hughes tells us that Leschetizky, 
‘to whom he was assistant at one time, 
realized the fallacy of very high finger 
‘action and did not teach it in his later 


ACTUAL DISTANCE FINGER. 
TRAVELS iN |” STROKE 


years. 


The Sciences of Piano Technic 

N THESE days of reason and re- 

search, modern pianoforte technic is 
based on scientific principles. The pianist 
ho wishes to achieve success must know 
principles and how to apply them. 
would be a very good idea for him to 
ontinue his practice Jong enough to 
tand thoroughly the correct prin- 
; which underlie piano playing. 
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g Lost Motion in Piano Study 


By Lestre Farrcuitp 


“Do not be in a hurry to succeed. What would you have to live 


for afterwards? 


Better make the horizon your goal; it will always be 


ahead of you.” —GrorGE BERNARD SHAW. 


One of the most important phases of 
an adequate piano technic, often slighted 
by the would-be pianist in his mad rush 
toward Parnassus, is the neglect of scales. 
Many quite advanced players are really 
familiar with only the major scales and 
possibly the harmonic minor. There is no 
branch of piano technic that gives greater 
command of the keyboard than a_thor- 
ough mastery of all the scales—major, har- 
monic and melodic minors. 

A renowned performer goes through the 
entire group of scales (playing the B flat 
harmonic minor first, which the most 
difficult). He says that he knows nothing 
that can excel it for putting the hands in 
playing condition in a limited time. 


is 


Testing the Knowledge of Scales 


T TAKES a lifetime actually to master 

scale playing. The following is a good 
test of the student’s ability. Let him be 
honest with himself. It will pay him in 
this connection to look over the work 
known as Mastering the Scales and Ar- 
peggios. 

1. Do you know anything regarding the 
history of scales? 


2. Do you know how the various scales 
are constructed ? 


3. Can you give the proper name to 
each degree of the scales? 


4. Can you play all the major scales 
you 


Can play all the harmonic minor 


Can all the melodic 


minor scales? 


scales ? you play 

5. Can you play all scales in all speeds? 

6. Can you play all scales with every 
conceivable degree of shading from a deli- 
cate ppp to a riotous fff? 

7. Can you play all scales with various 
accents? 

8. Can you play all scales in 3rds, 6ths 
and 10ths? 

9. Can you play all scales in various 
rhythms, including irregular rhythms, such 
as two notes in the left hand against three 
in the right, or three against four? 

10. Can you play them in various cres- 
cendos and diminuendos? 

11. Can you play all scales with various 
touches, legato, staccato and so forth? 

12. Can you play all scales with hands 
crossed? Can you play all scales in 
double thirds? Can you play all scales 
in octaves ? 

The student in no position to say 
that he has mastered the scales unless he 
is thoroughly capable of playing them flu- 
ently in all these ways. But let him not be 
discouraged. It is foolish to expect success 
all at once and wise to set the musical 
horizon just a little beyond the reach. 

Many divisions in pianoforte playing, or 
any other line of musical endeavor, could 
be considered in the same way. “‘Prin- 
ciples of Expression in Pianoforte Play- 
ing,” by Adolph Christiani, an entire 
volume written on this subject. 


is 
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> LESLIE FAIRCHILD ; 


Precision in Practice 
HE DIAMOND 
that the beautiful display of pris- 
matic colors can released from the 
rough crystallized carbon only by using the 
greatest precision in cutting and polishing 
each of the many facets. So with a musi- 
cal composition. The numerous phases of 
technic must be studied with the greatest 
exactitude if the pupil expects to acquire a 
really artistic finesse. 

Precision can be acquired only by prac- 
ticing arpeggios, octaves, trills, 
chords and difficult passages in composi- 
tions at an extremely tempo, com- 
bined with a vivid conception of what one 
is trying to accomplish. By a slow tempo 
meant a “snail’s pace,” but this refers 
to tempo only. The motions themselves 
should be executed with lightning rapidity. 

Clean-cut finger and wrist movements 
are essential. practicing pure finger 
technic it advisable to use such exer- 
cises are given in “The Vir- 
tuoso Pianist.” The hand should assume 
a vaulted position with the wrist held 
somewhat low. All fingers should be 
curved nicely with the thumb forming a 
three-quarter circles with the first finger. 
All playing should be done on the tips of 
the fingers with no breaking in of the 
first joint. In practicing pure finger work 
one should guard against the slightest arm 
weight. 

Below are a few factors that may assist 
the pianist in gaining greater precision and 


cutter knows well 


be 


scales, 
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mastery of his instrument. A review of 
the article on “How to Avoid Fumbling 
at the Keyboard” which appeared in the 
December, 1923, Erunr, will be of service 
at this point. 

Correct Mental Attitude: 


Half of the mistakes made in pianoforte 
playing can be traced to a hazy mental 
conception of the technical problem to be 
solved. The fingers really are capable of 
doing only what the brain commands them 
to do. In learning to play a passage cor- 
rectly the student should close his eyes 
and review in imagination the correct 
fingering, dynamics and motions re- 
3y doing practice hours will 
more fruitful the memory 
more reliable. 


notes, 
quired. 
become 


$0 


and 


Fingering: 

Suitable fingering gives a sense of se- 
curity and assists also in memorizing. The 
regular fingering of the scales, arpeggios 
and chords helps the student greatly in 
choosing correct fingerings for similar 
passages in compositions. Naturally some 
judgment will have to be exercised. It is 
sometimes advisable to substitute the weak 
fingers for the more emphatic beats of 
the passage and the strong fingers for the 


less. 


Clean-cut Work: 

See that the beginning and ending of 
phrases are clean cut, that all embellish- 
ments sparkling jewels, and 
that all unusual effects are prepared in ad- 
vance, 


are as as 


Expression Marks: 

Do not anticipate the expression marks, 
that is, do not start to play ff, pp, mf, rit. 
and cresc. two or three measures before the 
actual markings. It time enough to 
make them effective when one comes upon 
them. 


is 
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Accuracy in the Bass: 


Accuracy in playing bass notes, failure 
in which is especially noticeable in waltzes, 
is one of the technical points that the stu- 
dent should master. Left hand work 
alone will accomplish this. When the first 
beat of each measure happens to be a 
single note it is advisable to attack it with 
a stiff fifth finger, also to practice using 
the full octave, then simply “shadowing 
the octave.” 


Eyes Front: 

When there are single notes to take, 
especially the initial note of a melody, the 
student should see to it that he has the 
right note to start with. Sentimental 
pupils whose eyes are fixed on heaven are 
apt to get their fingers on the wrong note. 


Precision in Scale and Arpeggio Work: 

Precision in scale work will require fleet 
fingers and a flexible thumb. To acquire 
a flexible thumb it is excellent practice to 
play all the major scales with two fingers: 
first and second; then with three fingers: 
first, second and third; then with four 
fingers: first, second, third and fourth. 
To avoid moving the hand sidewise each 
time the thumb goes under or the third 
and fourth finger is passed over the thumb 
it is advisable to hold thé hands on a 
slight angle or what is known as “scale 
position.” 

If you will place the thumb of the right 
hand on C and the third finger on B you 
will have the exact slant the hand should 


maintain throughout the entire scale. To 
get the correct angle for arpeggio playing 
place the thumb of the right hand on C 
and the fourth finger on B. A _ few 
stretching exercises done before practicing 
arpeggios will be found most helpful. 


Metronome: 


Regardless of the utter disdain many 
teachers and students may have for it, the 
metronome properly used can be of great 
assistance in gaining rhythmical accuracy. 
It is to be found quite at home in the 
studios of many of our great pianists. 

The true artist is never quite satisfied 
with his achievement, but is forever pro- 
jecting his vision to greater distances. The 
student who thinks his work near perfec- 
tion or expects success to come to him at 
once is suffering under a great delusion. 
There is no easy means to attainment. The 
only short cut lies in his following the 
advice of those who have been successful 
and in using his own best judgment in 
choosing the course to follow. 


SHLET EST “OUBS TIONS ONG Mire 


FAIRCHILD’S ARTICLE 

1. In what ways is energy conserved in 
piano playing? 

2. What benefits result from the prac- 
tice of scales? 

3. What in particular makes for preci- 
sion in practice? 

4. What is the advantage 
fingering of exercises? 

5. What is the “scale position?” 


of regular 


A Simple Way of Geaching the Value of the Dot 


By Lotta A. BELDEN 


“Here 1S a note with a dot after it. Can 
you tell what that means? It means that 
the note must be held longer than usual.” 
So far the explanation to the pupil is quite 
simple; the difficulty arises in pointing out 
to him how much longer the note is to be 
held. Usually the child has not yet learned 
fractions, so the phrase, “one-half its 
length,” is meaningless. 

The teacher therefore next writes a 
whole note in the child’s note-book or on 
a page of music. Then she asks the child, 
“What two kinds of notes make a whole 
note?’ When the correct answer is given 
she writes the two halves under the whole 
and puts a ring around one of them, say- 
ing, “The whole note equals two half notes, 
and the dot is just as long as one of these 
half notes”’ Then the teacher draws an- 
other half note under the dot: 
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She proceeds in the same manner with 
the half and quarter notes, as well as the 
eighth notes, if the pupil has already en- 
countered one of these in his music. Then, 
each time a dotted note appears, she divides 
it as before and has the pupil answer ques- 
tions about it, such as, “How many halves 
make a whole note?” “What two notes 
make a half note?” “What two notes make 
a quarter note?” “What kind of note is 
the dot equal to, if it appears after a whole 
note?” “What kind of note is the dot 
equal to, if it appears after a half note?” 

The pupil must reply to these questions 
clearly and completely. 


Go Learn Letters and Numbers of Scales 


By LARELDA BREISTER 


Till in the gaps: 


i sSeavte Numbers , Letters 
A 6554 feed 
B cabbage 
S face 
Db age 
Ke dead 
\° bed 
Cj adage 


Il. Scatlé Letters Numbers 
A dad 414 
B 43 
Cc 462 
1D) 654 
lt 217 
I 4347 
G 721165 


Many more examples may be added when these are worked successfully. 


“Although it may be true that the average American is not as well 
educated musically as the average European (I do not hold that idea 
myself) he knows when he hears fine music, and you cannot fool him for 


@ moment. 


It is not necessary that one should be technically educated to 


music in order to appreciate and enjoy it. Music is of a vibratory character 
and moves Us all alike, regardless of whether we are musicians or only 


“music-lovers, 


—Witt1AM WaApre HinsHaw, 
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A DeparTMENT OF REPRODUCED Music | 
By Peter Hucu Rezp 


A department dealing with Master Discs and written by a specialist. 
Discs of educational importance will be considered regardless of makers. 
relating to this column should be addressed “Tue Erupg, Dept. of meses Music.” 
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VER A YEAR ago the Victor Com- 
pany issued an album containing 
Chopin’s Preludes as played by Al- 

fred Cortot. This was the first step 
toward a complete Chopin upon discs for 
the musical library. More recently this 
enterprising concern brought forth the 
twenty-four Etudes, Opus 10 and Opus 
25, asplayed by Wilhelm Bachaus. This 
eminent pianist has long been universally 
praised for his concert-hall performances 
of these studies; therefore, it is good to 
find that he has recorded not a scattered 
half-dozen but instead the. entire two 
eroups. After hearing his interpretations 
we believe he will be praised for a long 
time for his recorded art. An English 
reviewer has said of this art and we, too, 
believe, ““Bachaus not only shows the means 
and purpose of these Studies but also ex- 
plains them, for his is not demonstration 
but performance.’ One has but to turn to 
the familiar Black Key Study, Opus 10, 
No. 5, which requires “velvet-tipped fin- 
gers and supple wrist,” or to the Aeolian 
Harp, Opus 25, No. 1, where the arpeg- 
gios need the true singing touch, or to 
the Lullaby in F Minor, Opus 25, No. 2, 
where beautiful legato is so essential, to 
find that Bachaus plays these classic 
Studies as they should be played. In the 
portentous octave Study, Opus 25, No. 10, 
and again in the sweeping tumult of the 
final Study in C Minor where the left hand 
has chordic passages against arabesques 
in the right, Bachaus easily proves him- 
self the master pianist. The recording 
of the piano is the only fault that one can 
find with this set, for unfortunately it is 
not a remarkable reproduction. There are 
better qualities apparent in Opus 25 than 
in Opus 10, however. The set is Victor 
Album M43, six discs. 

Another recent piano release of impor- 
tance is Schumann’s “Symphonic Etudes.” 
It is available in Columbia Album, No. 
102, with Schumann’s piano Sonata in G 
Minor, both played by Percy Grainger. 
The “Symphonic Etudes,” a_ series’ of 
Studies. and Variations founded upon an 
impressive theme “written by the father 
of Schumann’s friend, Baroness von 
Fricken,” is considered one of the greatest 
and most imposing works of its kind and 
has long been popular with all great pian- 
ists. Recently in New York City within one 
week three different pianists performed 
this work in recital. Schumann’s second 
sonata, Opus 22, was written about the 
same time as the first, but, because of 
considerable revision, was not published 
until later. Hence the higher opus-num- 
ber. Although less known than his other 
sonatas, there is nevertheless much to ad- 
mire in this work which is full of true 
Schumann poetry. 

Percy Grainger who has been aptly 
called the “Playboy of the Musical World” 
renders these works with both buoyancy 
and rhythmic vitality. That he does not 
stress sentiment nor, for that matter, the 
poetic side of Schumann may seem un- 
traditional, but perhaps in recording this 
is just as well. After all a vital rhythmic 
line is the principal element of all music 
and, when that is there, those of us who 
have imagination can easily supplement 
the poetry and sentiment which we per- 
sonally prefer. 

A single disc containing Liszt’s Hun- 
garian Rhapsody, No, 12, was recently is- 


sued by Odeon, No. 3241. It is played by 
Carol Szreter, one of the younger piafists 
in Germany. His performance is com- 
petent without being overly brilliant; buts 
since the recording is clear and the pas- 
sage work comes out so well, we believe 
that this disc should prove helpful to the 
student. : 


Rampaging Rhythms 
EORGE GERSHWIN’S Concerto, 
for piano and orchestra, has been re- 
leased by Columbia in their “Modern 
Music Album Sets,” on three discs. This 
work, the first of its kind ever written for 
the modern jazz concert orchestra, is bril- 
liant and effective. Roy Bargy plays the 
piano part in the recording, and Paul 
Whiteman and his band provide the im- 
pressive background. The first movement 
begins with a “Charldston” motive which 
forms the subject for some ingenious de- 
velopment. The second part presents a 
more poetic and nocturnal atmosphere. 
Part three remains “an orgy of rhythms.’’ 
That celebrated Dutch conductor, Willem 
Mengelberg, is now represented on discs by 
two companies. The manner in which Mr. 
Mengelberg arranges this unique division 
of artistic talents is an ingenious one. In 
Holland where he conducts his own native 
band, the Amsterdam Concertgebouw Or- 
chestra, he has a contract with Columbia, 
whilst in this country Victor has a contract 
with him in connection with the New York 
Philharmonic Orchestra. Recently Colum- 
bia issued a three-part version of Weber’s 
“Oberon Overture” conducted by Mr. Men- 
gelberg in Holland, which is superbly re- 
corded with depth of quality and rich 
sonorities which are truly realistic. This 
Overture, the preface to an operatic fairy- 
tale, is an old favorite in the concert-hall. 
It opens with the magic horn motive of 
Oberon and then duplicates many of the 
poetic melodies of the score. One hears 
the Elfish and Knightly themes, the tender _ 
and beautiful song of Sir Huon, first given _ 
out by the clarinet and then by the strings, 
and lastly the Jubilation Theme of Resia 
from the grand aria, “Ocean, thou Mighty 
Monster.” On the fourth side of these 
records Mengelberg conducts the Scherzo 
from Mendelssohn’s “Midsummer Night’s 
Dream.” Here again is magnificent re- 
cording but a less felicitous reading, the 
concept being much too heavily. handled for 
a true delineation of elfish agility (Colum- 

bia records, Nos. 67481-67482d). 


Heroic Recordings 


ENGELBERG’S first electrical re- 

cording with the New York Philhar- 

monic Orchestra is Richard Strauss’ tone- 
poem, “A Hero’s Life.” This is an im- © 
portant release not alone as a celebrated | 
dramatic-symphony from the pen of per- — 
haps the greatest living composer but also 
as a Mengelberg tour de force dedicated to — 
him. The recording is unusual in its faith- — 
ful projective qualities. We understand 
that it was made in Carnegie Hall, the — 
official home of this orchestra, which ac- — 
counts for the realism and the rich reso- i 
nances of the recording. 
“A Hero’s Life’ is a long work plates 
without a break. It is supposedly the study 
of the life of an ideal hero, although many 
modern writers claim that it is virtually a 


(Continued on page 396) 
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life in every form. 
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“Life moved on the face of the waters.” 


HE PERPETUAL motion or en- 

ergy of life is rhythmic. The beat 

of waves breaking on the shore, the 
song of the wind, the leaping flames of 
fires, thunder, lightning, rain and all ele- 
mental forces work rhythmically. The 
very breath of our bodies comes and goes 
in a measured rhythm. 

The first dances, as reactions to Nature's 
motion, may be described as inarticulate 
rhythm. With the later discovery and de- 
velopment of song, in a sequence of words, 
comes articulate rhythm. Both are the re- 
sults of a natural evolution of some inward 
urge that impels man to express his 
emotions in an outward form. All Nature 
moves in ordered sequences of changing 
seasons, creating a rhythm which in turn 


‘influences human beings to a conscious 


imitation of the stupendous Dance of the 
Universe. 

In India, Shiva, a deified symbol, is called 
“the Lord of the Dance,” controlling en- 
ergy and rhythmic powers that obey inex- 
plicable laws. He symbolizes cosmic 
rhythm, that invisible force that dominates 
Under the title of 
Natarajah he typifies the phases of man’s 
motion from birth to death as an eternal 
dance. According to the old Hindu be- 
liefs a rhythmless world could not exist. 
Without wind and rain, heat and light, all 
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lite would become extinct. Celestial bodies 
revolve in obedience to the mysterious laws 
of rhythm; our own world moves through 
space bound by the same laws. Life is 
rhythm. 

In the beginning of man’s development 
it was instinct and not reason that first 
prompted him to dance. He saw move- 
ment in the trees and grass, in the flames 
leaping up- 
ward from 
the fire, in the 
flowers sway- 


ing in the 
wind, in the 


sun - rays, ,VI- 
brating and 
moving. In all 
life there was 
a sense of mo- 
tion, rhythmic 


and eternal, that, entering man’s awaken- 
ing consciousness, roused and stimulated 
him to some similar form of self- 
expression. 

A sense of life or cosmic exaltation 
inspired him with an irresistible impulse 
to move rhythmically. It is not surprising, 
then, that man first expressed his worship 
of Nature in dances that were a composite 
of prayer, 
praiseand 
emotion- 
alism. It was 
an effort to 
express a kin- 
ship with that 
Nature that 
represented to 


him God in 
manifold 
forms. 
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Undulatory Dances 
ERHAPS the first 
early dances were patterned on the 

undulations of Nature’s forms. In those 
early dances there was a dignity, an orderly 
conception and a sincerity that marked his 
human emotions as imitative of the grave 
and sublime gestures of his world. These 
emotions were intensified in “his dances, 
which, slow and measured at first, became 
excited and augmented to a crescendo of 
wild and pagan tumult. From calm to 
storm the dances symbolized the changing 
moods of Nature that were expressed with 
the energy of inward vitality and fire. So 
man was moved to newer and larger forms 
of expression. 

Someone has said that the entire system 
of Pythagorus could be taught by move- 
ments. You cannot contemplate Nature 
in any of her moods without<being aware 
of motion. Her very stillness is pregnant 
with it, and that which we call silence is 
merely muted motion. There is no real 
silence, no cessation of motion in Nature 
at any time. We who have become accus- 
tomed to the more audible and dominant 
sounds of day say that a night is silent 
when in reality, if our ears were trained 
to.catch the lowest and the highest vibra- 
tions, we would realize that all silence is 
full of sound. The antennae of the radio 
have pierced the voids in the ether and 


gestures of the 


ABORIGINAL DRUM CORPS 
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made many new sounds audible to us. In 
time we may learn to hear the songs of 
almost invisible insects, for insect life 
however minute, has a separate voice of 
its own. 

The dawn-man was known to have, even 
at that early stage of evolution, some in- 
stinct for self-expression. In an inartic- 
ulate form, he expressed himself in crude 
but colorful dances and songs that followed 
as a conscious development of his first 
efforts. 

Hollow Tree Music 

T HAS been suggested that pre-historic 

man discovered the uses of rhythm by 
chance, as, for instance, by striking a hol- 
low log. The vibration produced gave 
him the idea of making the first drum. It 
is believed that the first of these instru- 
ments was constructed from a section of 
a hollow tree with a skin of some animal 
stretched over one end. 

In India, where drums are the most im- 
portant of all musical instruments, it is be- 
lieved by Hindus that Brahma, the Creator, 
invented the first drum which he made 
from the blood-soaked earth of his enemy, 
a demon-god whom he defeated in battle. 
The first old Indian drums were called 
the ayrdangas or “clay-bodied drums” and 
antedated even the wooden drums. 

According to Hindu mythology, the 
drums came first and the flutes second in 
the evolution of musical instruments. The 
fiute is said to have been invented by 
Krishna, the pastoral god, who is supposed 
to have fashioned the first reed-instrument 
from a section of bamboo. Certainly no 
dance is ever given in India to-day with- 
out one or both of these ancient instru- 


ments. 
Musical instruments attributed to the 
later Paleolithic period have been dis- 


covered by archeologists and are usually 
rude wooden or earthen drums and flutes. 
“Primordial man, before he could _ talk, 
probably saw very vividly, mimicked cley- 
erly, gestured, laughed and danced with- 
out much speculation about whence he came 
or why he lived.’ His expressions were 
natural and instinctive, without conscious 
effort. 

Lord Avebury, in his “Prehistoric 
Times,” says, in speaking of the aborigines, 
that “the elder people are fond of dances, 
which may be divided into war-dances, 
hunting-dances and love dances, the two 
latter being most common.” 


Dances of Love and War 
MONG THE TF'ijians the dance is a 
most important part of daily ceremo- 

nials, whether secular or religious. They 
kave various instruments, chief of which 
are the conch-shell, the flute, the drums 
and cymbals. 

_ In New Zealand the natives use flutes, 
drums, shell-trumpets and a rude lyre with 
four strings. They are fond of dancing 
and singing in peace, love or war. 

In Tahiti the people use drums of pol- 
ished wood and shark-skin, shell-horns and 
bamboo flutes, some of which are blown 
with the nose rather than the lips. They, 
too, dance on all occasions and have songs 
suited to their incidental life. 

The Esquimaux have a rude drum and 
sing in unison as they dance in a barbaric 
and sometimes-questionable manner. They 
are the least musical of primitives and yet 
they have a crude form of rhythmic ex- 
pression. 

The aborigines of India and Africa dance 
their life-storics in a semi-savage but 
graphic and colorful fashion. Most of 
their dances are inextricably woven into 
their animistic worship of nature and evil 
spirits. From the frigid to the torrid 
zones of this known world all men have 
developed some form of dancing, depend- 
ing upon their intelligence, imagination 
and ingenuity. In almost every instance 
the music of these ancient people is monodic 


and melodic and their dances dramatic and 
pantomimic. 

Man’s early evolution, from the stand- 
point of the dance, progressed along with 
his religious development. The association 
of the sun and the serpent in religious wor- 
ship arose out of Neolithic culture. Sun 
and snake dances were common among the 
early people who regarded both the sun 
and the serpent as symbols of life. These 
peculiar dances were known to the North 
American Indian centuries before the white 
man invaded his country. They were prac- 
ticed in Egypt thousands of years ago, 
perhaps even before the creation of the 
first Egyptian pantheon, 


Snake Worship 


HE INFLUENCE of sun-worship 

permeated the faiths of the East-In- 
dian aboriginals and survived in more 
modern times, as did the worship of the 
sacred-snake or “Nag,” which is of im- 
mense religious significance to the Hindus. 
Following the aboriginal music of India, 
came the Aryan or Hindu people whose 
bards kept alive the traditions and legends 
of their race: Their songs were accom- 
panied by rhythmic gestures. The dancers 
themselves told narratives in pantomime, 
and the Temple-dancers or ‘“Deva-Dasis” 
of to-day do the same thing, even in their 
secular dances. They relate the amorous 
episodes of the life of Krishna and sing of 
Kama, the God of love, or Lakshmi, the 
Goddess of love and beauty. Their themes 
are invariably drawn from their mythology 
and have to do with religion. 

It is said that there were religious and 
ceremonial dances ten thousand years be- 
fore Christ, when man worshipped the sun 
and all of Nature’s forces, which he later 
personified into a multitude of Gods and 
spirits benign or evil. From the fear of 
evil spirits came the Devil-dances of the 
medicine-man, and these significant dance- 
forms have obtained a stronghold, even in 
the later religions of Hinduism and Bud- 
dhism. Mohammedanism itself is impreg- 
nated by the influences of animism, and, in 
spite of the Prophet's mandate to the con- 
trary, various: Moslem festivals are filled 
with music and dancing. The sword- 
dances of the Afghans and the dervish- 
dances, especially at the festival of the 
Moharrum, are all expressions of rhythm, 
fanatical in one case and spontaneous in 
another, that prove that even the Faithful 
cannot resist the urge to dance. 


For the Glorification of the Gods 


USIC HAS been called the language 

of the emotions, and, as such, was 
allied to religion, which, in primitive 
nations, was essentially an emotional re- 
action (as it still is, even among the so- 
called civilized people of the earth). 

It is believed by many students that the 
early religious dances of the Greeks came 
from India, where every Deity has its pro- 
totype. Demetrius, Dionysius, Orpheus and 
many others were worshipped in symbolic 
dances, just as to-day, in India, Krishna, 
Kama, Kali, Shiva and other deities are 
worshipped at their seasonal festivals with 
music and dancing. 

Sarasvati, the Indian goddess of music 
and learning, corresponds to the Greek 
Pallas Athene and Minerva; Anna Purna is 
the same as the Greek Ceres; Krishna is an- 
other Orpheus, and Kama is the Hindu 
Cupid or Eros. All of these deities sym- 
bolized some attributes of human natures, 
in augmented forms, and were worshipped 
with ritualisms that included dancing. 

From the first beginnings of self-expres- 
sion through the dance have arisen many 
forms of music and dances that to-day 
have attained to a fine art. From the ex- 
pression of an instinctive desire dancing 
has evolved to a conscious and intelligent 
art, a natural evolution built on ceaseless 
progression and endeavor. 


In the seventh century, B. C., dancing 
was already considered an art of indefinite 


antiquity. It was known to have expressed 
the whole gamut of human _ emotions 


in the eternal cycles from birth to death. 
As has been said, sun-worship influenced 
the primitive music of the animists and 
aboriginals. In vibrating sun-rays, ani- 
mate and warm, man found a reflex to his 
own religious instincts. The rise of the 
sun was typical of life, its setting, of death. 
As a life-giver the sun was. worshipped 
with genuflexions and gestures, impulses as 
old as‘ life itself, expressed through the 
medium of the dance. 


The Elemental Art 


HE SPIRIT of the dance is elemen- 
tal, spontaneous, irresistible, conta- 
gious. Man, in response to the call of 
Nature, moves in flexional grace, posturing 
to the rhythm born of an inward energy. 
The ardent devotee of the gods strove 
to express with his body the intoxication 
of the spirit. The body was the vehicle; 
the spirit supplied the motivating power. 
By .this means, the worshipper worked 
himself up, with the repetition of steady 
drumbeats, to a state of beatific hysteria. 
In many of the old Hindu dances the 
people are given to wild orgies and baccha- 


nalian rites that are prompted solely by 


the excitation of the emotions and are sen- 
sual, not spiritual. These dances are called 
“religious,” for the same nameless impulse, 
spiritual force, that one’s intelligence recog- 
nizes consciously is augmented by physical 
usage. With the increasing rhythm of the 
tempo such dances become more flaunting, 
more intricate and unrepressed; the bodies 
of the dancers move in harmony with the 
music from its beginning through its 
crescendo and to its cadences. 

Religious or sacred dances in India, such 
as the Vasant-Rag of the Hindus, symbol- 
ize the springtime and mating-season. 
They are in some sections saturnalia and 
express the wildest unrepressed emotions 
of human beings. Both pagan and _ reli- 
gious they divide by a thin line the sacred 
from the secular dance and are capable of 
infinite augmentation and excitement 
through the responsive and demonstrative 
nature of man who is, at heart, eternally 
primitive and atavistic. 

Rhythmic sounds that inspire the dancer 
to self-expression or the interpretation of 
some idea are the basis of all music. 
Though expressed variously, even as differ- 
ent languages express ideas variously, the 
emotions behind the dances remain the 
same, ; 


The Symbolic Art 
HE EVOLUTION of the dance as 


a symbolic art presents the endless 
cycle of life, a series of progressive phases 
expanding and growing gradually in a 
cosmic circle that goes back to the begin- 
ning for “new” material. Each phase is 
represented by a “period” in music, clas- 
sical, romantic, impressionistic, post-im- 
pressionistic, modern, neo-primitive, primi- 
tive and so on. All these forms of music in 
relation to the dance have been expressed 
at various times in,the history of symbol- 
istic dancing. 

The modernist, in rebellion against the 
constrictions of conventions in their dance- 
forms, reach back into the dim past for 
inspiration. He takes his material and 
constructs what he calls a new dance, but 
it is never new. 

By the same token modern composers 
may make use of the “whole-toned” scale 
which is the most ancient of all scales. 
He calls his use of this scale “modern,” 
but it is not modern. Only his own adap- 
tation of it is new. The most ignorant 
coolie in India plays a flute-melody built 
on that same “whole-toned scale.’ The 
atonality of ultra-moderns is merely the 
old Hindu scale-form on which melodies 
appear to be key-less and without signa- 


cadence. 


All 


ture or, sometimes, even 
primitive music is atonal. 


Cyclic Progress 

OST OF the material for dances of 

to-day might be placed in categories 
of primitive, classic, romantic, realistic, im- 
pressionistic or neo-primitive. It would 
be difficult to get away from some one of 
them. While dancing is an art that is in 
flux and one that will continue to develop 
concomitantly with the world’s progress, 
it will nevertheless move along in cycles, 
from the old to the new and back to the 
old. The hallet considered as a most 
modern form of choregraphie art had its 
beginning far back in the mists of antiq- 


uity, as far as its qualities of panto- 
mime go. After all, the definition of a 


ballet is “a dramatic representation con- 
sisting of dancing and pantomime.” The 
most ancient ballets knew nothing of the 
innovation of toe-dancing but were built 
upon an artistic idea expressed in panto- 
mime, ; 

In Cambodia there is a remarkable ballet 
which has followed tradition for centu- 
ries; in Burma, one of the “Pwe-forms” 
represents a ballet, with pantomime. It is 
only in’ comparatively recent times that the 
ballet developed and became popular as an 
adjunct to opera or asa special form. At 
the time of Louis XIV ballet-dancing was 
very popular, although not developed as it 
has been in Russia. At the Russian Court, 
the Imperialistic ballet-form became a fine 
art. Sergei Diaghilev, Fokine, Pavlowa, 
Mordkin and Nijinski all have contributed 
invaluable services towards the evolution of 
the ballet to its present highly developed 
form. 


The New-Old Form 

N THE MOST modern forms of 

music “jazz” stands out as something 
astoundingly new. But it is not new, 
rather a reversion to the savage and the 
primitive, based on the reiteration of a 
drum-beat that might have inspired an 
early man to.caper in unrestrained joy. 
The present-day “jazz-drummer” has his 
prototype in Burma. There one frequent- 
ly sees a one-man orchestra, composed of 
xylophones, bells, whistles, cymbals, tom- 
toms and rattles. He is just as rhythm- 
mad as the most obsessed jazz-player one 
sees to-day in New York. 

If a Burmese were asked what place 
jazz had in the symbolism of the dance, 
he could answer, and truthfully, that 
“jazz,” aside from its meaningless name, is 
a form of atavism from which man never 
completely escapes. He goes back through 
inherited ancestral memories for a medium 
of expression. He draws material from his 
animistic stage of evolution and creates a 
form of music based on released inhibi- 
tions, primal’ expression and demonstra- 
tiveness, savage, dramatic, graphic and 
colorful. The veriest aboriginal in a re- 
mote jungle in India “jazzes’”’ in his own 
way. -To the endless drum-beat in four- 
four time he dances to a melody that is 
syncopated, jerky and abrupt. He may — 


even contort his body into strange forms — 


cutference is merely in the name and the 


harmonization of the theme in accordance — 


with our Western system of music, 


sic, but they cannot be ignored because 
they, too, are symbolistic. 


All dances are symbolistic in one a 


or another, especially those dances tha 
seek to express some definite idea. Even 
though the dancers do not realize it them-— 
selves, they are expressing forces within 
themselves that have existed since the be 
ginning of time. It is the eternal, resis 
less urge of rhythm, the cosmic energ) 
that dominates life in whatever forr 
a response to an instinctive impulse see 
ing expression in motion, = 
cA) 


“Jazz” is not new but only a new adap- ay 
tation of the old. Such dance-forms may — 
have no place in the curricula of the clas- — 


‘ 
=i 


i 
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THOUGH the composer — gives, 
through dynamic, rhythmic and ex- 
pression signs, a more or less exact 
ion of how he wants his work to be 
rpreted, and tradition and even living 
aple throw further light on his inten- 
, the various artists construe ideas in 
erent ways. They let them, as it were, 
through their colored glasses, impart- 
to them a subjective hue. This dis- 
cy goes sometimes so far as to 
it difficult to recognize the same com- 
sition as rendered by the different artists. 
e more individuality an artist possesses 
more he is liable to communicate to 
eV ork of art his own physiognomy. In 
he is not satisfied with reproducing: 
feels the urge to add to the work some- 
¢ of his own, to re-create it. 
In the case of a great artist, one cannot 
say that this inclination may prove displeas- 
to the composer or detrimental to his 
york, On the contrary, the composer may 
oftentimes. agreeably surprised at the 
rel effects, at the new _ possibilities, 
ened in his works. I know how much 
ressed I was sometimes at the arbitrary 
changes that distinguished artists found 
convenient to make in the interpretation 
‘of my own works. I may be allowed to 
“mention a special case. Among my Concert 
‘Etudes, Op. 88, is a Valse (in thirds). 
“Alfred Reisenauer, the eminent pianist, 
o passed away not long ago, played 
once for me, not as a valse, as 
? escribed by the metronome notation, but 
as a menuet, of course much more slowly. 
a3 one to him : 


i 


It was, of course, his own version, and 
T had to admit: that I liked it. 
: t is well-known that Richard \Vagner 
ted on a special style of singing. a 
declamatory, more emphatic, often 
o bee off treatment of the voice. This 
“considered the only one fit to interpret 
; creations. But some of his most 
10us interpreters (Lilli Lehmann, for in- 
e) rebelled against this tyranny and 
ostituted a more melodious method of 
zing. By means of her admirable be! 
, she added new laurels to her art 
what is more, brought about a better 
‘ anding of the works of the master. 
at sometimes the interpreter 
better than the composer ! 
f the great masters lend them- 
yes more than others to a variety of in- 
ations, but all, more or less, become 
ay in the hands of the reproducing 
ao 
t surely. have seen in vaudeville how 
performing sculptor, through 
nipulation of the soft clay, can 
e by elongating or shortening 
the chin, the forehead or the 
| a moment he can transform a 
into a hideous caricature. 
“happen with a musical com- 
in the hands of an awk- 
easily become a cari- 
ated ritardando, a tou 
do, a too viclent ac- 


an interpreta- 


, too goch pound. 


Piano Dylasterpieces 


of so many distinguished performers. 
Should the artist be in truth nothing more 
than a reproducing machine, then we could 
dispense with most of them and_ there 
would be no reason for criticizing the way 
in which the work of art has been ‘‘served” 
to the audience. 

Exemplifying what I have said before, 
I shall pick out some well known com- 


positions, as interpreted by prominent 
virtuosi. 
There is. hardly another piece which 


Jends itself to a greater variety of inter- 
pretations than the C sharp minor Valsc 
of Chopin. I happened to have heard it 
played by several prominent artists. How 
differently it sounded! Ignaz Friedman 
played the first theme: 


very plaintively and languidly. The foi- 


lowing figure: 


was given with a sprinkling of ribalo. 


The following eighth figures: 


as time, 


the first 
retarded during the two first notes, like 


they appear were 
a sobbing phrase, but were plaved the 
second time pPlanissinro. as a rippling, run- 
ning passage, splendid in its cvenness, 
smoothness and elegance, retarding the last 
measure : 


and giving it a melodious, expressive tinge. 
The following: 


Ex.5 Piu lento 


was poured forth as the song of an en- 
raptured lover. 

Leopold Godowsky played the valse with 
more rhythmical regularity. Phrasing, ac- 
centuation, shading, everything correct, 
flawless, as this eminent artist always does. 

Leo Ornstein played the first part very 
slowly and the following eighth figures, 
perhaps, too slowly the first time and the 
second time, too rapidly. 

Altogether, three eminent pianists made 
of the same composition totally diffcrent 
creations. 

Mendelssohn's Spinning Song, that ever 
charming number, a favorite with nearly 
every pianist, is not so easy to play as it 
appears. Most pianists treat it as a show 
piece which offers a welcome opportunity 
to display their glittering technic: They 
think ie the greater. the speed the more 

| pee ion ee ai 


'¥ aha 
“ ’ ? a oe 


little fire in it. 


lose sight of the one important factor in 
this delightful picture. It is not only the 
whirling wheel which is here suggested 
but also the girl at the wheel accompanying 
her spinning with a charming song. If we 
pay no attention to that singing element, 
we shall depict only a mechanically re- 
volving wheel but not the singing girl. It 
is a wound up automaton and nothing else. 
But, mark me well, this is not a Spinning 
Wheel. It is a Spinning Song. One must 
hear the melody: 


Ex.6 


It is 
a “song without words,” and an imaginative 
poet could easily compose the words to it. 
[ hear eminent pianists play it with 
astounding facility and rapidity and im- 
peccable technic. I see the wheel but I 
miss the girl who seemingly can not keep 
pace with that terrific speed. 

A composition which appeals almost 
exclusively to the virtuoso is Schubert's 
March Militaire in the Tausig transcrip- 
tion. Here the gradual approaching of the 
marching columns from a hardly percep- 
tible pianissimo grows little by little 
to the most pompous sonority. I heard 
Godowsky play it, but to my mind_ his 
color palette lacked somewhat the two 
extremes, the hardly discernible, veiled 
sounds in the beginning of the march and 
the crashing orchestral effects in the for- 
tissimo. Technically, however, his ren- 
dition was perfect. 


out of the maze of passage work. 


The Hercules of the Piano 


NTON RUBINSTEIN obtained one 

of his greatest triumphs in a similar 
composition, the March from Beethoven's 
“Ruins of Athens.” The crescendo in the 
approaching of the troops and diminuendo 
in the receding movement were here sug- 
gested with surprising truth. As a matter 
of fact no other pianist could compare 
with that giant of the keyboard, either in 
the light, ethereal touch or in the for- 


. midable power he could display with his 


Herculean hands. 
One of the most able interpreters of 
Bach is, in my opinion, Pachmann. His 


even, pearly passages, bringing out with 
a sure sense of lightness and firmness 


the different themes in Bach’s polyphonic 
works and the sobriety in the shadings 


make this .distinguished artist one of 
the most competent of Bach’s expo- 
nents. Pachmann feels also very much at 


home with Chopin's works, his dainty, 
eraceful touch and his exquisite taste in 
phrasing qualifying him as an exceptional 
interpreter of this master. Bach's Fugues 
and Chopin’s Valses played by Pachmann 
are little gems. 

A splendid interpreter of Beethoven's 
works was Hans Von Biilow. His monu- 
mental edition of Beethoven Sonatas 
everyone knows. But I heard him play 
the larger part of Beethoven's Sonatas in 
person at the Berlin Singakademic, and 
would describe him not as an motional 
player. His rendition was classical, flaw- 
less, highly artistic, but there was very 


I heard the Moonlight 
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Fine Points in Interpreting Popular 


By the Eminent Pianist and Geacher, ComMENDATORE EucENio Pirani 


Sonata played by both Biilow and Rubin- 
stein, and 1 must maintain that the wonder- 
ful singing in the first movement as well 
as the passionate accents in the last were 
much more impressive and thrilling in 
Rubinstein’s than in Biilow’s version. In 
such comparisons as these one sees con- 
stantly how much the interpreter can im- 
prove on the original work of art with 
his own re-creative power. 


Seven Historical Concerts 


MONG THE remarkable pianists of 

the young generation there is hardly 
one who could duplicate the Herculean 
deed of Rubinstein giving his seven con- 
secutive historical concerts. There is well- 
nigh no piece of importance in the classic 
literature which was not included in the 
program of those seven unforgettable 
evenings. The old Italians, Bach with his 
“Well Tempered Clavichord,” Handel, 
Mozart, Beethoven with the greatest num- 


ber of his sonatas, Schubert, Chopin with 
his most important compositions, Liszt— 
all were amply represented. (If I add 


that I had the good fortune of knowing 
the great master personally and that he 
honored me playing for me privately at 
his home in St. Petersburg, I know that 
many of my distinguished colleagues will 
have cause to envy me!) 


Veiled Playing 

S A WONDERFUL AID to the in- 

terpreter I would like to acclaim 
“veiled playing.” As in the picture 
in the music, dimness, hardly perceptible 
lines, veiled forms, add to the charm, 
to the mystery. There is a picture of 
Bernecker which represents a vaporous, 
opalescent haze rising toward evening 
from a forest pond. At first sight one 
notices only a’ kind of mist, but, with 
iurther attention, one can distinguish in 
the haze some ethereal forms of fairies 
who disport themselves in a sensuous 
dance. It is just that vague, indistinct 
vision which lends enchantment to the 
picture. It is the mystery which tempts 
one to look again and again. Were these 
fascinating creatures depicted in the regu- 
lar way, they would hardly ‘attract our 
attention. 

Coming back to 
through a graceful, velvety touch, 
about a very delicate, veiled tone, the same 
magic spell could he effected. Musically 
endowed people would hy far prefer those 
poetical shadings to the pugilistic efforts of 
some athletes of the keyboard. In fact 
everybody who is possessed with a pair of 
well developed: biceps is able to. pound a 
piano (and the ears ofethe listeners!) ‘“in- 
to insensibility’! But how many of our 
pianists can grasp and convey to the lis- 
tener the whole charm and the indescribable 
witchery of “Veiled Leche 4 


sO 


could, 
bring 


music, if one 


SELF-HELP QUESTIONS ON 
MR. PIRANI'S ARTICLE 

1. [What exactly is the difference between 
reproducing and recreating? 

2. By whom and in what way were 
Wagner's ideas of style in singing modi- 
fied ? 

3. How may we prevent interpretation 
from becoming mere distortion? 

4, [What clement in Mendelssohn's “Spin- 
ning Song” should be especially stressed? 

5, Define “veiled playtitg.” 


vo 
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OW GAN WE as piano teachers 

broaden the horizon of our pupils? 

How do we ourselves get a broader 
view, a larger outlook, in this physical 
world of ours? Do you not remember on 
that hiking trip last summer that, when you 
reached the top of the highest mountain 
peak, you got a quite different view of 
the surrounding country—that the hills 
which had been close at hand when seen 
with the higher ranges on either side of 
them assumed their proper place in the 
landscape? Your horizon was broadened. 
It embraced more than the one range of 
hills; it stretched out and out to the won- 
derful mountain peaks that seemed to touch 
the sky. 

So in music. By training as well as by 
unconscious absorption we have enlarged 
our horizon on the side of hearing and 
understanding music. We can enjoy a 
varied musical menu. We attend a recital 
in which the stereotyped piano program is 
given (starting with Bach and ending with 
Liszt), or we hear a program of com- 
positions of the old Italian or modern 
French or Italian schools. And we are 
equally happy. Not so the pupil. Scar- 
latti? “Oh, no, I don’t like that; it’s too 
thin.” Debussy? “Too flabby: Doesn’t 
get anywhere.” Spanish? “The rhythms 
make me nervous.” They have no guide 
book at hand to indicate the sights that 
are worth while, to show the beauty that 
is hidden in these compositions. We, as 
educators, must become guides and lead 
them otit into the Promised Land. 

The piano teacher in his work labors 
under a disadvantage, for, unlike the vocal 
coach, he has no words to help him tell 
the story. There is no setting of opera 
plot or costumes or historical atmosphere 
to call up the picture to the mind of the 
pupil. So here we must assume that the 
pupil has imagination? 


Imagination, the Indispensable 
| Pg Sen tells us that the im- 
agination is a stronger factor than the 
will in the development of mankind. For 
to will is a purely intellectual process, while 
to imagine a thing colors it with the warmth 
of feeling and emotion. Moreover it is the 


“How does a carillon differ from 
chimes?” The Carillon consists of twenty- 
eight or more bells of varying weight and 
size. Each bell has at least five tones— 
strike tone, nominal (an octave above), 
hum tone (octave below), minor third, 
perfect fifth. These must be in perfect 
tune with each ogher before tuning with 
other bells. The range of these bells 
is 4 or more octaves of a chromatic scale. 
A chime has a few bells tuned to the dia- 
tonic scale, usually within the compass of 
one octave. 

To go on with the carillon description 
the bells are arranged in rows, the largest 
weighing tons, the smallest, only a few 
pounds. - There are many foundries abroad 
whose names are famous as makers of 
carillons. Workers therein know that cop- 
per and tin are best materials for the bells 
to give a fine quality of tone. The pitch 
of each bell is determined by its diameter, 
the timbre, by shape, thickness and ma- 
terial, the volume of sound, by size and 
weight, 


Broadening 


the Horizon 


By Marie F. HA 


image, or mental picture that, indelibly 
impressed upon the subconscious mind, pro- 
duces results. One definition of “horizon” 
is “the bounds of observation or experience.” 
Then to broaden the horizon, the musical 
horizon, of our pupils we must enlarge the 
boundaries of their musical experience, and 
we can best do this through cultivating and 
making use of the imagination. 

Then again psychology steps in and we 
learn that, through the association of ideas, 
we can obtain the goal towards which we 
are working. Just as a lovely landscape 
can be seen from many points of view and 
new beauties discovered from each one, so 
a composition to be appreciated must he 
studied from various angles. 

Let us, therefore, make use of as many 
different avenues of approach to the pupil's 
musical consciousness as is possible, and 
find the particular avenue of approach to 
which the individual pupil is most sus- 
ceptible. 

Ear training, musical dictation, form an- 
alysis, all have their places in awakening 
the pupil’s imagination and interest. The 
following are a few general suggestions 
for broadening the musical outlook. 

Take a composition having a simple melo- 
dic outline. Haye a chart (or graph) 
made of the curves of the melody. Show 
how the outlines are more clearly defined 
in some compositions than in others, how 
the larger melodic curves are made up of 
a number of smaller curves or waves. 
(Use Dvorak’s Goin’ Home, Handel’s Lar- 
go, Mendelssohn’s Songs without Words, 
Schumann’s Romance in F sharp and many 
other examples that will come to mind.) 

A special school or period of music, 
Scarlatti, for example, can be better under- 
stood if there is taken into account the 
limited amount of harmonic material which 
the composers of that day had at their 
disposal, the differences between the early 
simple instruments and the modern concert 
pianos, the influences of the Church and the 
court life, and the dependence of musicians 
upon royal patronage. Have your pupil 
attend a harpsichord recital and hear the 
recordings of the music of the sixteenth 
and seventeenth centuries by Harold Bauer 
and others. Let him study at close range 


these “old” compositions. After this eye 
opening and ear opening process the com- 
ment will come back, “Scarlatti—what a 
lot he could do with a little!” 


Mood Pictures 


OR THE German “stimmungsbild”’ 

(mood picture) English unfortunately 
has no corresponding word, and it is a most 
useful one in music. Watch an audience 
when Paderewski plays. It is the mood 
of the music which this great artist conveys 
through his playing that casts a spell over 
his hearers. Let us make use in teaching 
of the composers who are mood painters. 
Debussy gives us shifting mood pictures— 
everything plastic, no regular rhymes—so 
that those who have been brought up on 
Haydn and Mozart feel the lack of regu- 
larity of cadences and phrases. But liken 
Debussy’s music to Corot’s landscapes. 
Bring up in the mind of the pupil the pic- 
ture of a lovely sunset with shifting, chang- 
ing cloud effects, tints of rose, azure and 
gold merging into one another. His pre- 
lude La Fille aux Cheveux de lin, Palm- 
gren’s May Night and Grieg’s and Mac- 
Dowell’s compositions with their sugges- 
tive titles afford many examples of mood 
pictures. 

Show how the emotional or dramatic 
climaxes are just as evident, just as con- 
vincing, as in a well-written play and that 
the development of the themes is similar 
to the development of the characters in 
the drama. Take songs having a climax. 
Grieg’s Ich Liebe Dich, Liszt’s transcription 
of Schumann’s Fruhlingsnacht, the de- 
velopment of themes psychologically as in 
the Wagnerian music dramas. Whether 
you take only piano literature or lap over 
into vocal the classics are full of illustra- 
tions. Start the ball rolling; the pupil 
will do the rest. 

The average high school or college 
student would be able to tell at first hearing 
whether a quotation is from Chaucer, 
Shakespeare or Tennyson. Could our 
piano pupils do the same with the music of 
the great composers? Try them out. Play 
(without giving the composer’s name) 
sample passages from Beethoven, Chopin 


Singing Towers 
By Turopora Lyon Coox 


The carillon is played in two ways. It 
is played mechanically by means of a huge 
drum perforated with holes to receive, as 
it revolves, the pegs attached to hammers 
that strike outside of the bell. The other 
method requires a trained player who sits 
at a keyboard (called a clavier) with 
wooden bars arranged like the black and 
white keys of an organ console. Pressing 
them requires strength, as it is not a finger 
touch. There is also a pedal-board, fa- 
miliar to the organist. This clavier con- 
nection strikes inside of bells. Chords are 
more effectively played as arpeggios, and 
upper, smaller bells are in more constant 
use than larger ones. 

For centuries carillons have been an im- 
portant part of life in The Netherlands 
and to-day add much to the charm of 
Holland and Belgium. Here they are 
often heard on quarter and half hours of 
the clock and play a little tune before the 
hour is struck. There are regular concert 
days. Carillon music often celebrates 


royal birthdays, national holidays, Church 


Holy Days, and so forth. They are man- 
aged by the city, whether in municipal 
buildings or in churches. 

The earliest ones had only four small 
bells, then eight or tem, automatically 
played. Later clavier and pedal boards 
followed, increasing the number of bells. 

Some carillons were lost in times of war, 
being taken as trophies, held for ransom 
or recast into cannon: Germans destroyed 
many in the World War. 

The best carillonneurs are good organ- 
ists. Also one must be a mechanic and 
electrician to undertake the care of a caril- 
lon, since so many carillonneurs are 
merely paid to play the clavier and ar- 
range music for the mechanical carillons. 

As carillons vary so much there is little 
that is written especially for them. In 
choosing that written for piano, band or 
orchestra, much must be rejected or sim- 
plified, especially if many changes of key 
occur. Rather reject it than mutilate it 
by transcription. Heavy bass gives a 
poor effect, Folk songs, anthems and such 
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and Schumann until they are familiar with 
the characteristics (the Idioms) of these 
masters. Our music contests in the schools 
have done wonders in familiarizing stu- 
dents with good music. 


Writing Program Notes 


Hive ALL the pupils play in class. 

Have them present a short sketch 
about the composer, a brief analysis of 
the composition, and, by this introduction, 
put the listeners into the proper mood for 
its hearing. ‘ 

Then reverse the process. Have a com- 
position played (or play it yourself) an- 
nouncing the name of the composer but 
without giving the title or any comments 
on the composition. Then have the pupils 
write out their impressions—their reactions 
—to it. They are really writing program 
notes just as we have them in our anno- 
tated symphony programs and are thereby 
sharpening their mental hearing and musi- 
cal appreciation. 

And right here we \would do well to 
make use of all the mechanical and musical 
aids in the way of piano players, radios, 
and so forth, which this age offers us. 
Whole programs can be arranged featuring 
some special composer or school and bring- 
ing out just the points we want to impress 
upon the class. 

Is it not our task as musical guides to 
store the mental picture galleries of our 
pupils with examples of the different 
schools of music, and of appreciation of 
the beauty that is there, just as-much as 
it is up to the high school and college to 
instill in their students a love for literature, 
history or the sciences? “From the known 
to the unknown” is a psychological prin- 

. ‘ : : : 
ciple which, when applied to music study, 
will broaden the musical horizon of our 
pupils. Link up all that they have had in 
their personal lives in the way of back- 
ground, travel, education, with music study. 
Have it become an integral part in their 
personal development and self expression. 
Then their musical interest, like the power 
of those wonderful Swiss glaciers, will 
gather strength as it sweeps along. 


like pieces ate more adaptable than elab- 
orate operatic selections. 

A pre-war list for a carillon tour is as 
follows: landing at Antwerp — Ghent, 
Bruges, Ypres, Courtrai, Tournai, Mons, 
Oudenarde, Aalst, Louvain and Mechlin 
in Belgium; landing at Rotterdam—Schie- 


dam, Delft, Hague, Leiden, Haarlem, 
Alkmaar, Amsterdam, Utrecht, Gouda, 
Flushing, Middleburg, Veere, Arnhem, 


Zutphen, Hampen, Groningen, Appingedam. 
These places are suggested because their 
carillons are especially fine, though there 
are many others. The days and hours of 
playing should be ascertained before ar- 
ranging a route. 


Josef Denyn who has just played the 


opening concert on the carillon of sixty 
bells in City Hall, Albany, New York, 
is said to be the greatest of carillonneurs. 
His concerts at Mechlin and Antwerp are | 
so famous and largely attended as to need 
programs printed in four languages. A 
notable event in 1912 occurred in celebra-— 
tion of his twenty-fifth anniversary as a 
carillonneur, y 


~ Mutes That Raise the Pitch 


HERE ARE special French horn 
* mutes made which are rather funnel- 
ped with a small tube projecting. This 
ute with the tube changes the air cushion 
the end of the bell, that is, the area 
here the vibrating column of air in the 
_ comes into contact with the atmos- 
outside the horn. Because of the 
nge of the air cushion it does happen 
that the insértion of the mute into the 
_ bell: ‘of the horn raises the sound a half 
exc Gayke of Chicago often places a spe- 
mute valve on his horns. This mute 
valve has tubing the same length as that of 
the second valve. Since the mute valve 
lowers the sound one-half tone, it is, there- 
fore, the proper correction for the metal 
mute. With the use of such a mute valve 
and a mute it is possible for the horn play- 
er to play stopped tones with the same 
fingering that he plays open horn or un- 
stopped tones throughout the entire regis- 
‘ter of the Lorn. If, however, the horn 
‘player uses his hand to stop the horn, in- 
stead of using the metal mute, the mute 
~ yalve will not make the correction prop- 
_ erly below G on the second line. All 
notes below this G will have to be trans- 
{posed one-half tone higher to be correct 
‘in pitch. 

Very few professionals use the metal 
es mute, and therefore the mute valve is not 
$0 valuable except for playing the E horn. 
he Lhe horn stopped with the mute does not 
have the volume that the hand-stopped 
~ tone has. 

' The muted horn has a very dramatic 
quality when played with power or force. 
‘In nine cases out of ten that is the effect 
“wanted when the muted horn is called for. 
_ However, a composer occasionally calls for 
a muted horn when all he wants is a soft 
— horn and not a change of quality; in this 
case it is not necessary to mute the horn. 


iy 


ds ‘The Proper Horn for Band 
‘\HOULD THE French horn player in 
‘the high school band play an E flat 
or an F horn? The matter of transposing 
may baffle the young player. The band di- 
"rector himself may wonder if it is not too 
big a risk to use the F horn when the 
Need players can use the E flat crook and 
read directly from the part. 

Bietoe of course, if any of the horn play- 
s double in the orchestra, it will 


=< becatise a horn player cannot ae 
from one to the other and be sure of his 
eh... Iti, is generally conceded that the 
horn quality is more desirable than the 
er pitched E flat. All professionals 
ose as a matter of course. Last year 
rd some complaint because the third 
ern part in “Finlandia” went up to B 
Both my first and third horn players 
yed F horns, which meant that they had 
to reach A flat rather than B flat. 
hile waiting in the halls of the build- 
assigned the bands, I met a boy with 
mch horn and an extra crook. He 
he played in “F” ordinarily, from 
sposed parts, but since he was going 
r to the sight-reading contest he had 
take his E flat crook. I said nothing 
ut I wondered about the situation. 
, the director of his band felt 
was an advantage in having 
F ts Personally, 
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contest. Then, too, if that band did very 
much general playing, the job of writing 
out parts must have been an endless one. 
I am sure the boy did not do the work 
or he would have decided, after writing 
out a few, that it would be easier to learn 
to transpose at sight. 

All of this points to the fact that I think 
the horn players in the band should use 
F horns and transpose at sight. Perhaps 
you are not yet convinced that this is the 
best for the high school player. It is well 
known that the horn parts for orchestras 
are much more interesting than those for 
band. Indeed, I have found in some cases 
that my band horn players were losing in- 
terest because of lack of variety in the 
parts. When, however, I started them 
to transposing, they became more inter- 
ested and, therefore, more alert. The trans- 
posing introduced the problem element 
which held their interest. 

Only recently one of my horn players 
began to talk about getting a cornet. I 
started him on the E flat transposition, 
and after he had mastered that fairly well, 
I started him on the C transposition. That 
appealed to him very much; so now I am 
sure that no cornet will lure him away 
from his horn. Finally the problem of 
transposition is not a difficult one, if it is 
squarely faced. I am so completely won 
over to this that out of nine horn players 
that I am working with, only two are us- 
ing E flat horns. Among the younger 
players a boy of ten has no difficulty with 
the problem. 


Method of Transposing 


HERE ARE two methods of trans- 
posing E flat parts. One, which might 
seem the easier, is that of adding two flats 
and reading a tone lower; the other, which 
is really the only one to consider, is that 
of reading from the tenor clef. The sug- 
gestion of a new clef may seem to intro- 
duce something strange, something in- 
definite. In fact that is not the case. The 
’cello player reads readily in three clefs— 
the bass, the tenor and the treble. These 
three clefs make it easier for the ’cellist. 
Moreover, in passing from one clef to an- 
other, he is not puzzled nor confused. 
The bassoonist often has to use the tenor 
cief. So why not the French horn player? 
In the first place, the tenor clef method 
is the direct method. The player sees a 
note on the second space and at once thinks 
and plays G. Now, if he may have the 
tenor clef concisely explained to him, he will 
have the whole matter so clear in his own 
mind that he will not have to ask about 
it again. The other method, however, 


i | an 


will be puzzling him for a long time be- 
cause of the signatures and the accidentals. 

I would explain it in this way. Take 
the scale in the key of D, two sharps. 
Since you add two flats for the transposi- 
tion, the two sharps would disappear and 
you would have the key of C for the F 
horn. Start by naming the notes and count- 
ce as the pupil plays, thus: (C, 2; 3, 45 D; 
2,3, 4; E, 2, 3, 4, going up the octave. Of 
course, this C is the note just below the 
staff, D on the first line, E on the first 
space. 


Have the pupil name the notes to be 
sure that he is making an effort to fix 
them in his mind. Even indicate the notes 
in an irregular order to make him think. 
Next, take the scale in intervals of thirds, 
naming and counting as the pupil plays, 
after which he is to name them. Then 
take up a simple melodic exercise, having 
the pupil name the notes before he starts 
to play. Follow the same plan in several 
other keys. Three-quarters of an hour of 
work along this intensive line will take 
care of the whole matter. The pupil may 
not be absolutely sure of himself for a 
few days, but he ought not to need much, 
if any, additional explanation. 

The signature works out splendidly. 
Simply always add two flats, the same two 
flats, B flat and E flat. If you have a 
signature of four sharps, the B flat and 
the E flat cancel the first two sharps, 
leaving the other two exactly where they 
ought to be for the key of D (or two 
sharps) in the tenor clef. If you have 
the key of C the two flats to be added 
are B flat and E flat. If you have a 
signature of two flats, B flat and E flat 
should be added mentally and the two 
present on the staff are in exactly the 
right place for the third and fourth flats 
in the tenor clef. If you have a signature 
of four flats, again the B flat and E flat are 
added mentally and the four flats present 
on the staff are in the right place for the 
last four of the necessary six flats for 
the tenor clef reading. 


The Double Horn 


HAVE ALWAYS had one or two 
double horns, although I am convinced 
that my players made practically no use of 
the B flat horn. Many professionals have 


‘be afraid of infection. 
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double horns but use the B flat horn little 
except for certain high notes which come 
more readily and with greater ease than on 
the F horn. In general they are the notes 
above G. If one or two notes above G 
are secured with greater ease on the B 
flat horn, the professional will consider it 
worth his while to have the double horn. 
It is also used as a means to learn the 
B flat transposition, after which the pro- 
fessional first horn player will secure a 
single B flat horn. 

Theoretically, the weight of the French 
horn is borne by the left hand, the right 
hand being placed in the bell to affect the 
pitch as well as the quality of the tone. 
While many of the younger horn players 
place the palm of the hand in the bell, 
the proper way is to place the back of 
the fingers against the far side of it. This 
makes it a little harder to hold the horn 
but gets a softer tone and makes it easier 
to stop the horn. 

The rotary valves of the French horn 
are slightly conical and can be adjusted. 
It is a good plan, when trying out a new 
or used horn, to pull the valve slides and 
blow through the horn, stopping one tube 
of the slide, to see if air leads through 
the valve. If there are any leaks the 
valves should be adjusted. If one is not 
an expert in the mechanical line it would 
be wise to send the horn to an expert 
for adjustment. 

If the valves do not work smoothly, one 
should pull a valve slide and pour in a 
few drops of ordinary valve oil. Vaseline 
is not good for the slides of a brass instru- 
ment, as it corrodes on brass. Lard would 
be good except for the fact that there is 
likely to be salt in lard. The very best 
substance for brass valves and tuning 
slides is “Crisco.” 

A considerable amount of water collects 
in the horn and has to be removed from 
time to time by turning the horn over so 
that the water can run out of the small end 
of the horn. This should be done in such 
a way as not to attract too much attention 
while the organization’ is performing in 
public. While emptying the water from 
the horn seems insanitary, one need never 
The carbon di- 
oxide, in chemical action with the copper 
in the horn, will kill all germs. 


Removing Sediment 


ORNS OF all kinds collect sediment 
on the inside. This is due to mois- 
ture, dust and to the chemical action of 
the carbon dioxide on the metal inside the 
horn. Many players of brass instruments 
pick up a new instrument, find that it 
blows easily and become dissatisfied with 
their old one, when all the old instrument 
needs is a cleaning out. Soaking in a bath 
tub over night and then flushing out 
or pouring hot water through the instru- 
ment will get out a great deal of the ac- 
cumulation. However, if you want to do 
a first class job get some- standard test 
ammonia and dilute it three or four times. 
This, when swished inside the horn with, 
perhaps, the aid of some lead shot, will 
bring out a surprisingly large mass of 
green sediment. After using the ammonia 
solution the instrument should be washed 
out carefully and the valves removed and 
rinsed so that the ammonia will not con- 
tinue to work on the metal of the horn. 
A certain “trick” well known to pro- 
fessional band men may be found very 
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ScHooL, Music DEPARTMENT 


N DISCUSSING this subject I have 

had in mind the remarkable favor with 

which has been met the recent instru- 
mental movement in our public schools. 
Bands and orchestras have become an in- 
tegral part of school life even in the lower 
grades. Nothing has happened in our mu- 
sical life which offers more hope for a 
truly Musical America. While this phase 
of the subject has received considerable 
attention and much advertising; there is 
another project that seems to me to be even 
more significant. I refer to the teaching 
of piano by either class or individual plan 
so that children may learn music from the 
keyboard. It is, then, to this matter that 
I shall devote myself in these few thoughts. 


The Instrumental Point of View 


es OUR Christian civilization we 

a type of music which was’ evolved 
through the medium of ‘the carly church. 
The musical vocal inflections of the liturgy 
brought into existence a number of melo- 
dies known as plain chant. From these 
melodies was invented a system of modes 
or scale forms. 

This brought into being a definite musical 
system, one which was entirely vocal and 
melodic in character. The idea of two tones 
or of two parts sounding simultaneously 
led to a strange situation. Musicians were 
obliged to attempt the application of this 
idea to a purely melodic musical system. 
The results of early contrapuntists must 
amaze any who have an appreciation of 
the difficulties of the situation. 

By a slow process, during which time in- 
strumental music began to assume increas- 
ing importance, there came about the es- 
tablishment of what was known as equal 
temperament, a method of tuning a key- 
board instrument by dividing the octave 
into twelve equal semi-tones. With this 
equalizing of the chromatic intervals of 
the scale the old modal system became ob- 
solete, and the major and minor scales of 
our present system were made the basis 
of musical art. From that time on the 
supremacy of the keyboard (or instru- 
mental music) was assured. 


have 


Contributing Physical Factors 


HE NATURAL method of express- 

ing tonal combination on the keyboard 
is by use of chords. Harmony, the ac- 
companying of one principal melody by 
chords (vertical or arpeggio-like), naturally 
became very shortly the dominating mode 
in musical composition. The very con- 
struction of the keyboard itself is of in- 
terest in this connection. White and black 
keys are so arranged as to suit best the 
convenience of the hands in playing music 
of a harmonic character. The diversity of 
fingerings in scale passages as compared 
to the virtual simplicity of. chords and 
arpeggios is notable. In the natural scale 
of C the spacing of the white keys is such 
that in the common triad (chord) on the 
Tonic the keys fit almost exactly the out- 
side and middle fingers of the normal 
relaxed hand. 

Even Bach himself, although writing 
contrapuntally (in a combination of mel- 
odies of incidental harmonic correctness), 
wrote a sort of counterpoint based upon 
keyboard practicability. Even in vocal 
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works it was limited only by such teech- 
nical difficulties as were insurmountable at 
the keyboard, sometimes with scant consid- 
eration for vocal conyenience. An eminent 
theorist has even pointed out that Bach 
thought in terms of the organ pedal key- 
board. Every themé is capable of perform- 
ance upon the pedals of that instrument 
regardless of the character of the com- 
position. That this was an entirely dif- 
ferent art from that developed by the 
earlier writers who based their art upon a 
purely vocal or choral basis is a matter 
quite familiar to all musictans. 


The Instrumental Idiom 


STUDY of the melodic procedure 
from the plain song period to the 
present time will demonstrate the truth 


of the domination of instrumental idiom 
in composition. The plain chant, being 
single melody without harmonic  back- 


ground of any kind, consisted entirely of 
diatonic intervals, nearly always scale-wise. 
When harmonic feeling developed, the in- 
tervals of the triad soon exerted sufficient 
influence to cause arpeggios to appear in 
melodic writing. Gradually this became 
the chief feature of contrast, The evolu- 
tion of modulation from simple changes 
of tonality to the freedom of Bach and to 
the chromaticism of Wagner is a clear 
progression of the march of the instru- 
mental supremacy iu musical art. 

Thus we are reminded that for many 
years music has exploited a very definite 
idiom, the instrumental style. To be sure 
we have a distinction between music for 
a keyboard instrument and that for the 
orchestra or smaller instrumental com- 
binations. Of these the latter is even more 
definitely unvocal. 

Musical notation developed first along 
the lines of a more or less definite reminder 
of known melodies. Then came a more 
accurate presentation of any melody alone 
or in combination. Finally it was ela- 
borated to conform to all demands of in- 
strumental music. 

Everybody who is at all familiar with 
musical notation is aware of the details. 
There is a rather general use of the letters 
of the alphabet as convenient names for 
the successive notes of the natural scale 
of C, with the use of a sharp and a flat to 
alter these tones as required by the com- 
poser in the use of other keys or tonalities, 
or in melodic chromaticism. 


The Reaction of Vocal Music 
HE PREDOMINANCE of the in- 


strument in music has not, however, 
climinated yocal music.. On the contrary 
singing, both solo and ensemble, was never 
more general than today. It has naturally 


broken away from its carly limitations and 
has become a part of the present-day sys- 
tem. Intervals and tonal combinations 
which are inherently instrumental have be- 
come increasingly common in vocal music, 
until the lime between that which is vocal 
and that which is instrumental has almost 
disappeared. 

Some years ago it was discovered that 
the use of certain syllables made compara- 
tively easy the sight-reading of simple 
music with the minimum of technical 
knowledge. The movable do (as the first 
tone of the scale was called) served to 
remind the novice of the standard scale 
pattern in whatever key might be used. 

This was an extremely practical scheme 
for those who knew nothing of the ele- 
mentary theory of music. ~For teaching 
groups to sing at sight the process has 
seryed quite satisfactorily for many years. 
We have thus been able to teach thousands 
of people in America who would otherwise 
have known nothing about music. 

But such a substitute for the actual 
reading of notes can hardly be of any real 
use to an instrumental player. He must 
learn the actual notes as depicted on the 
musical staff, and, if he has learned to 
“sol-fa” in school, that system must be 
discarded with his instrument. 


Keyboard Motivation 


8 Pee HAS recently appeared in this 
country a movement to make practical 
the teaching of piano to school children. 
Various systems have been devised with 
more or less success. It would appear 
that the time is not far distant when music 
shall be taught satisfactorily through the 
medium of this universal instrument. Such 
a condition is inevitable in view of the 
development of musical art as outlined at 
the start of this paper. It is becoming 
increasingly difficult for persons with only 
the sol-fa theory to read music by con- 
temporaneous composers. 

The instrumental idiom is transcending 
the vocal field more and more. With our 
whole-toned scale, free chromaticism, 
pungent dissonant chords, abrupt changes 
of tonality, frequent virtual abandonment 
of such a thing as tonality and use of two 
or more keys simultaneously (all of which 
we shall find more and more frequently in 
our choral as well as our instrumental 
music) there can be but one foundation 
for the singer as well as the player, that 
of the keyboard. 

Indeed it may well be wondered how long 
even this may suffice. The insistent ex- 
ploiting of the quarter tone makes one 
doubt whether our present musical system 
may long survive. With a good imagina- 
tion a musician may but conjecture the 


to it? —Wi E/ARHART, 


possibilities of the octave with twenty-five 
quarter tones! It is a possibility not at all. 
remote. 


Instrumental Understanding 


HE MOVEMENT toward the teach- 
ing of instrumental . music 
which all musicians (particularly those 
now engaged in public school work) should 
view with equanimity and satisfaction. The 
eventuality is not far distant. 


is one- 


Although - 


many may doubt and question the methods 


already invented it is certain that the best 
of them must produce results that will 
far exceed any which can be reached by 
purely vocal schemes. 

The paradox of calling notes by letters 
instrumentally and by syllables vocally 
makes for a confusion |which is neither 
scientific nor artistic. It is far from my 
intention, however, to belittle what has 
been accomplished in our public school 
music in the past. We were so limited 
as to make any other course impossible. 
The net result has been commendable far 
heyond my power to extol it. Nor has 
the time arrived to discard our old-fash- 
ioned methods entirely. The change must 
be a gradual transition that is likely to 
consume some years. 
complete the most we can do is to encour- 
age and to foster it as best we may. 


Deeper Art Values 


UT OF THE chaos will come a new 


era in our musical life. Music will 
be an actuality in our culture instead of 
a vague emotional recreation, an art rather 
than a mere entertainment. 

It is said that America is even today the 
musical center of the world. To some 
extent this is true. But, though we have 
made remarkable strides in our musical 
life, there is still more commercializing of 
the art than some of us might wish. 

The key to the situation lies in the 
public schools. With the evolution sug- 
gested in this very inadequate survey there 
is bound to come for our children the 
sort of musical opportunity which musical 


idealists have long hoped to see. The — 
natural response to music is far greater 


than is generally suspected. As this im- 


pulse is nurtured in our young folks so 


will our people become initiated in musical 
art. Possibly the day is not far distant 
when it will be impossible to find a person 
who might make the now absurdly com- 
mon and musically barbarous remark, “I 


don’t know anything about music but I | 


know what I like!” 

No art can remain stationary. As 
musicians we must be conservative of past 
traditions of the art, but we must, even 


more, be open-minded to the explorers who _ 
for future 


would discover new values 
development. 


“The thirst for beauty in all arts and 
the thirst for music specifically is not dead 


in the hearts of the people. The conditions 


of the modern world have simply exiled 
them from the realm where pursuit of the 
beautiful is part of the main business 
life, but their eves still tite donates 


Until it has become — 


ae a s 


Concentration in a Lesson 


In looking for some new music for 
students, [ came upon an Ervupr of 
August, 192% My eye rested on 
your comments on “A Lesson Assign- 
ment” which was a combination of 
seales, finger exercises, broken chords, 
Cramer, Czerny, Bach and a_ few 
other things. This you called “a 
erazy quilt of a lesson.” 

I have studied with many teachers. 
and in almost every lesson there 
; has been an assignment similar to 
a the above—not all in every lesson. 
Le, but keeping all under way most of 
pi the time. 

Now am I to think that these in- 

‘ structors were all wrong in giving 

this varied music die? And am T 

wrong in working along these lines 

with my pupils? Not that I require 

\ all at every lesson, for the time is 
2 limited. 

Many of my students will never 
-take a lesson after leaving this 
« -sehool, while others have abikity and 

; means to continue at higher schools. 
a My problem is, therefore, SAm J 

wasting valuable time?’ Then again 

 . one reads that some time at each 
lesson should be devoted to ear- 
training and theory. VPlease advise 
me on the matter.—T. A. P. 
Shimonoseki, 


Japan. 


You are quite right in trying to give 
your pupils a broad knowledge of the 
i different musical materials and styles. My 
remark about the “crazy quilt” was not 
‘directed against such breadth of view but 
} rather against a lack of concentration in 
individual lessons. 

. An ideal lesson, to my mind, contains 
' some central feature which is emphasized 
in various ways. Let the technical work, 
7 for instance, consist of either scales, finger 
exercises or arpeggios, but do not dis- 
 sipate energy by trying to cover all three 
( fields at once. If the principal piece or 
q 


t 


study involves the same kind of work that. 


” is embodied in the technical exercises, so 
much the better. 

For instance, a third grade pupil may 
concentrate at a given lesson on staccato 
arpeggios, arranged in “ele figures as the 
. following : 


a Ex. 


_ Practical application is then given to 
this work by the study of Schumann's 
1Vild Horseman, Op. 68, No. 8, which is 
; made up of just such figures. Tf desired, 
1€ arpeggio étude | ‘may be added and 
‘ treated i in a similar manner. 
Lest the lesson become one-sided, how- 
ever, the above assignments may be bal- 
anced by one or two review pieces or 
udies of a totally different nature. 
2 ‘During the next few lessons, arpeggios 
“are continued in different forms and keys. 
ien a change is made for several weeks 
various forms of scales, in parallel and 
rary motion, staccato, legato, in vari- 
rhythms, then to groups of pure finger 
ises. But see that the pupil always 
s that something definite is to be ac- 
yplished each week and that he does not 
about the bush” by wandering in too 
lirections. 
minutes of ag beg at each 
Serpe = or making the pupil 
\ here again, you may 
eature by Playing to 


Gre Teachers’ Round Table 


Conducted by 


Pror. Crarence G. Hamitton, M. A. 
PROFESSOR OF PIANOFORTE PLAYING, WELLESLEY COLLEGE 


the pupil a few measures of the piece 
which you assign him for practice. He 
writes these down from hearing the tune. 
Thus from the Wild Horseman you may 
choose for ‘this purpose’ the initial strain: 


Ex. 2 


Similarly, pupils may be introduced to 
elementary theory by being taught first the 
simple intervals and how to recognize 
them: thus, in the motive just cited, the 
pupil should recognize the fourths and 
thirds. Then, by extending the study to 
chords and their relations, you may gradu- 
ally-lay the foundations for the study of 
harmony. 


In their zeal to push pupils rapidly, 


teachers often bewilder them by assign- 
ing more than they can possibly practice 


properly in the allotted time. Train your 
pupils to thoroughness and concentration, 
without which no one, however talented, 
can ever attain the stature of an artist. 


Lifeless Playing 


Who has studied 
two years and is 
100 


I have a pupil 
with me for about 
now practicing Burgmiiller’s Op. 
besides several separate pieces. She 
reads notes and keeps time fairly 
well but has no life whatever in her 
playing. I confess that |] would 
fur rather she made a few mis- 
takes than to play so dead. 1 
have tried giving runs, trills and 
pieces of faster tempo, but without 
results. Have also tried to fire her 
imagination by inventing stories to 
illustrate the different pieces. For 
instance, Progress in Burgmiiller I 
deseribed as being a drop-the-hand- 
kerchief game, each hand = taking 
turns at being “It.” What further 
material would you suggest for her ? 

——M. G. 


What your pupil evidently needs is not 
to play more rapidly but with more rhyth- 
mic vitality. Show her that piano music 
is made up of note-groups in each of 
which one note should stand out more 
strongly than the others. Ordinarily such 
prominent notes are indicated by the meas- 
ure bars, which in the beginning were em- 
ployed to show where the chief accents 
fall. Frequently, too, the notes which pre- 
cede a measure bar should gradually in- 
crease in tonal volume, the climax occur- 
ring on the first beat after the bar. For 
example, at the beginning of the Rondo 
from Beethoven’s Sonata, Op. 49, No. 1, 
the climaxes are approached and quitted 
as indicated : 


Let your pupil thus learn to stress the 
culminating note of each measure and then 
to group the measures into phrases, cach 
with one climax overtopping the others. 
For instance, in the foregoing example 


which consists of a single phrase, the 
most important climax of all occurs on 


the note next before the last. 

If she thus comes to realize that her 
music is a series of tonal waves, each one 
with its softer beginning and its progress 
up to the crest, her playing ought to mean 
more to her. 

For studies, I suggest “Second Year 
Study Book,” by Arnoldo Sartorio, also 
“Twelve Piano Etudes for Young Piano 
Students,” by Bilbro. Give her pieces 
with decided rhythm, such as Handel's 
Gavotte in G, Jensen’s Will o’ the Wisp, 
Op. 17, No. 11 and Schubert’s Military 
March, Op. 51, No. 1. 


Beginners and the Weight. 
ouch 


Since the two following letters deal with 


the same subject, let us treat them jointly: 

Should a beginner learn the weight 
method? If so, give reasons; if not, 
give reasons. 

Should a child be changed to the 
weight method after he has had 
three years of another method? 

|S Wal Es 

Do you consider it best to teach 
beginners the high stroke, and, if 
so, for how long? Or would you 
advise the immediate use of weight 
touch with fingers close to the keys? 
Is it not easier to secure relaxation 
of the wrist in the latter way? It 
seems to me a needless waste of time 
to teach pupils first to pull the fin- 
gors up high and then to udopt the 
close position —B. 8. 


(Weight 


touch is better than weight 
method. 1 confess that I dislike the latter 
word, since it is so often misused.) 

“As the twig is bent, so is the tree in- 
clined.” Whatever a beginner has or has 
not done previously, it seems sensible to 
teach him at once the manner of playing 
which has been proved to be the simplest 
and most efficient. 

Pianists have discovered that the old 
way of making the fingers do all the work 
may be much improved by having them 
share the responsibility with the muscles 
of the hand and arm, especially by letting 
the mere weight of the arm do a great 
part of the work. Hence tone is no longer 
dependent upon high raised fingers which 
are made to hit the keys viciously, but 
rather on a judicious control of the whole 
playing mechanism. 

Here’s a plan for treating the beginner 
or near-beginner. ‘Teach him first to re- 
lax all the playing muscles completely. 
Then, with his fingers on the keys and 
with loose wrists, teach him the forearm 
rotation, in which the hand rolls from 
side to side so that the weight is focused 
over each key as it is sounded. 

Next the fingers are taught to press 
down the keys directly in the light finger 
touch; again, the throw of the hand is 
taught for stronger tone; finally the weight 
of the forearm or entire arm is utilized 
for richer:and more melodic tone. As to 
the relation of fingers to keys, it is not 
necessary to glue the fingers down. Rather 
let them have free play and even be raised 

little when such raising is conducive to 
clearness (as in playing double thirds). 

Absence of stiffness and purposcful con- 
trol of eyery playing muscle ure the 
watchwords of the modern pianist. It is 
never too early to apply these principles 
to the pupil’s technical equipment. 
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Fingering of Arpeggios 


1. Is there any way to tell 
whether the third or the fourth fin- 
ger should be used in chords as we 


find them in pieces, for instance, 
the chords D-F$-A-D or Bb-D-F-Bb 
in the left hand? Does the size 


of the lower interval determine this? 
; 2. How are the minor arpeggios 
of C, F and Bh fingered when the 
thumb is not used on the black 
keys?—B. S. 

As a general rule, it is best to use the 
fourth finger when the interval to be 
spanned is a third and the third finger 
when the interval is a fourth (I am speak- 
ing of the lower interval for the left 
hand and the upper interval for the right). 
In accordance with this rule, the fourth 
finger is used in measures 1 and 3 of the 
following example and the third in meas- 
ures 2 and 4; 


This rule may be 
however, 


freely disregarded, 
when it is plainly more sensible 
to reverse its provisions; thus, in the fol- 
lowing arpeggios, it is evidently easier to 
use the third in the right hand, although 
it spans the interval of a third, while the 


fourth finger is perfectly practicable for 


the left hand: 


I do not quite understand your second 
question but have based these last examples 
on the keys about which you ask, 


Defective @oordination 


I have a 
learn fo play and 
tiee but who is very 
her hands, a condition caused, | 
think, by poor codrdination. At first 
she could not play an individual tone 
without striking other keys at the 
sume time, I made up some exer- 
cises away from the piano and now 
she can play the trill and five-finger 
exercises without playing other 
tones, though her playing is ir- 
regular. 

Do you think it 
to continue with 


pupil who is eager to 
willing to prac- 


nervous in using 


her. 
and, if so, 


advisable for 
music, 


what do you suggest for her? She 
is twelve years old and in the sixth 


grade.——E. 


The problem is a_ psychological one, 
that of training her to concentrate on one 
set of muscles at a time. Much depends 
on your cultivating the pupil's repose of 
mind and body before she attempts to play 
and then on keeping her free from jerky 
and uncertain motions. 

Begin each lesson with exercises for 
relaxing fingers, wrist and arm. Let her 
hold down a key with each finger in turn, 
meanwhile raising and lowering the wrist 
several times, with upper arm kept loosely 


(Continued on page 383) 


M. W. 
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Notes and Dollars 


By Giapys M. STEIN 


IN TEACHING whole, half and quarter 
notes to very young pupils it is helpful to 
compare the whole notes to silver dollars, 
the half notes to fifty-cent pieces and the 
quarter notes to twenty-five-cent pieces. 

The silver dollar contains two half dol- 
lars or four quarters, and the whole note 
has the same division of half and quarter 
notes. To impress the idea well upon 
their minds use money to illustrate the 
explanation. Things children can see and 
feel they will remember, but words are 
often forgotten, 


the same as a_ © (whole note) 


the same as a 


| (half note) 
A 


i 
the same as a (quarter note) 
o 


Then give simple problems in addition 
and subtraction like the following: 


In money + (2)- 

In notes | + | = 
a 

In money -@s)- 
| | 
In notes ‘oh == : 
a r @ 


Even six-year-old children can under- 
stand. and enjoy this work, and it links 
their music with their school studies. 


Have Patience! 
By BLANCHE D. PICKERING 


WHEN accepting new pupils it is cus- 
tomary for a short preliminary examina- 
{ion to be given them in order that it may 
be determined in what grade to place 
them. 

In the past, in several instances, when 
the writer has asked such pupils to play 
exercises or pieces recently studied, they 
have sat at the piano, rigid, afraid to play. 
Of course, playing for a new teacher 
would cause some nervousness, but re- 
cently another source of the fear was dis- 
covered. 

It seemed that former teachers had been 
in the habit of striking them over the 
knuckles with a pencil. whenever they had 
made a wrong note or used an incorrect 
finger. Being strict with pupils is, of 
course, very well, but rather than striking 
them for every little mistake, teachers 
should talk to them and tell them the ne- 
cessity for being accurate. Otherwise pu- 
pils will forget that music is a beautiful 
art and will remember only the unpleasant 
aspects. 

If pupils have feat they will not be 
able to put expression into their music— 
for their only thought will be the dread 
of making a mistake. In a word, have 
patience! 


“Lord, what music hast thou provided for 
Thy saints in Heaven, when Thou affordest 
bad men such music on earth!” 


—IzAAK WALTON. 


signments. 


until counting becomes habitual. 


Allan Smith Gells His Story 


The thousands of musical people who have heard the National 
High School Orchestra of three hundred and fifteen players, at 
Chicago, were greatly impressed by the “boy at the timpani.” He 
was Allan Smith, of Detroit, Michigan. THE ETubDE got him to 
write up his story thus far, but Allan is sure to go much further. 
Several famous conductors have praised his decided gifts. 

‘My start in drumming was accidental. It began in grade school. 
One day a teacher passed around the class some slips of paper on 

She said, “Those 
dash after the one 
you would like to play.’ I looked over the list and could not decide. 
So I shut my eyes and made a dash. To my surprise 1 had dashed 
out ‘percussion.’ I was glad to see it so, for a good drummer has 
always fascinated me. My teacher was Mr. Selwyn Alvey, teacher 
in the Cass Technical High School. 

“From the start to the present I have played in everyening but 
a dance band. 

“One of the most comical things I ever witnessed was a colored 
boy playing a bass drum for a school band. A march started. All 
of a sudden his attention was placed on some friends in the front 
row, so he ‘put on the dog.’ He started swinging the bass drum 
stick high and wide. The stick slipped and to his surprise he saw 
it sailing across the stage. Then, instead of picking up a timpano 
stick or drum stick till the club could be returned, he dashed after 
it and returned in time to end the piece with a bang. 

‘Another incident which I thought funny took place at the 
National Orchestra Camp. Ossip Gabrilowitsch was our guest con- 
ductor that week, and we were rehearsing a number on our program. 
The piece had started but was stopped because Gabrilowitsch heard 
one of the flutes play flat. Only two flutes were playing so he started 
gently to ‘bawl out’ the second chair man. The second man was a 
bushy-haired small Scotchman. He looked bewildered and then he 
spoke up, ‘I am sorry, sir, but I didn’t play my part.’ Gabrilowitsch 
saw his error and had a hearty laugh. Still we all loved to play under 
his baton, because he seemed to handle us like his own men. 

“The height of my ambition is to play in a symphony orchestra. 
My ambition was partly fulfilled this summer when a hundred and 
thirty boys and girls came together from all over the country to play 
at the National Orchestra Camp where we performed under some of 
the most eminent conductors and composers in the country. It was 
a wonderful summer, and I hope I shall have the opportunity of 
attending the camp next summer,” 


which were printed a list of all the instruments. 
of you who wish to study an instrument, put a 


Helps to Accurate @ounting 
By W. L. CLARK 


Count aloud from the very first as- 
counts aloud to a new exercise. 


Review each exercise, counting aloud 


Study the value of the notes in each rapidly. 


exercise before attempting to Bay, the ma- 6. In each new exercise count aloud 
while practicing each hand separately. 


4. Listen attentively while the teacher 


5. Remember that, in order to keep ac- 
curate time one must be able to read notes 


THE ETUDE 


Musical Painting 
By Jessie M. DoWLIN 


A composer in bestowing a title upon 
his production often presents what*is prac- 
tically a pencil sketch of the desired pic- 
ture. A little study of titles will convince 
one of this fact and stimulate a pianist to 
increased artistic endeavor. 


A typical example of color possibility is © 


found in Chorus and Dance of the Elves 
by Théodore Dubois, included’ in the 
“Popular Recital Repertoire.” The theme 
opens with the gathering of the sprites 
from the remote corners of Elfland. There 
is the characteristic darting of the: elves 
from tree trunk to thicket, some peering 
from coverts, others swaying gayly on the 
fern fronds. One hears at intervals the 
sweet summoning of trumpets and the nim- 
ble steps of the little people who hop and 
skip blithely forward to answer the call 
to the moonlit glade. 

Next comes a rhythmically different 
movement which confines the melody to 
the left hand and is decidedly suggestive 
of a morris dance. One glimpses the 
elves moving gracefully through the figures 
and hears the accompanying intermittent 
treble of. the night wind, with perhaps an 
intimation of the tinkling comment of a 
waterfall and the murmurous reply of 
grassblade and leaflet. 

The sprite dance goes lon happily until 
two heralds, with mingling chorded trum- 
pet notes, beseech attention. Again comes 
the characteristically merry darting rush 
of the little people. 


The trumpet summons is evidently a 


signal that, this being the full of the moon, 
the marriage of the queen of the elves is 
to take place, for the ceremony apparently 
begins at once with a marching chorus of 
elfin voices which stress a melody in a 
manner delightfully similar to the solemnly 
joyful lilt of the statelier marches 
of the world of human kind. This merges 
into a final concert of tuneful congratula- 
tion, in the midst of which some more ap- 
prehensive eli suddenly discovers that the 
moon. is swinging low in the west. 

There is much quick discussion, prank- 
ish laughter, a hint of agile dancing beside 
the elf fire at the rim of the marsh and 
at last a darting retreat to sprite sanctuary 
before the reality of dawn shall overtake 
and destroy the charming elfin forms that 
flit through the realms of imagination. 


he Prolific Schubert 


_ By DeEMs TAYLOR , 


Tue Fact that his career ended in his 


thirty-second year has inevitably caused — 


Schubert to be placed in the tragic company 
of the masters who died before their work 
was done. But it is difficult to make Schu- 
bert a really tragic figure. No composer 
who, in fifteen years turned out two syin- 
phonies, an opera, a mass of piano pieces 


and chamber music, and more than 600 — 


songs, is exactly a thwarted genius. He 
was undoubtedly underrated by his con- 
temporary listeners, but he was none ‘the 
less popular among them, and seems to 
have had a reasonably happy time. 
—McCall’s Magazine. 
“A teacher should not be continually 
thundering instruction into the ears of his 
pupil, as if he were pouring it through a 
funnel, but after having put the lad, like a 
young horse on a trot before him, to ob- 
serve his paces and see what he is able to 
perform, should, according to the extent 
of his capacity, induce him to taste, to dis- 
tinguish, and find out things for himself, 
sometimes opening the way, at other times 
leaving it for him to open, and, by abating 
or increasing his own pace, accommodate 
his precepts to the capacity of his pupil.” 


—MONTAIGNE, | 


x 
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PAUL HINDEMITH 


HINDEMITH was born in Hanau, Ger- 
many, in 1895. He is thus even now only 
in his thirty-fourth year, and yet a com- 
a manding figure among European musicians 
a —perhaps the most brilliant of the younger 
| | German School, as is Arthur Honegger of 
| | the French School. His teachers were 
‘ | Arnold Mendelssohn and Bernhard Sekles, 
| with whom he studied at the Hoch Con- 
4 | seérvatory at Frankfort-on-Main. 
‘Besides being one of the outstanding 
| contemporary composers Hindemith is one 
of the best viola players on the continent 


, | and often plays in the Amar Quartet in its 
ia frequent recitals throughout central Eu- 
"i rope. For several years he was leading 
V orchestra conductor at the Frankfort Opera 
e House, a position which he filled with the 


utmost distinction. 
Hindemith’s style is extremely modern, 


f emphasizing contrapuntal effects and—to a 
1 degree—atonality ; but in his writings there 
4 | is never that lack of attractive and plau- 
a sible ideas which one finds in the produc- 
Bh - tioris of most of the modernist composers. 
1 The intelligent music student should be 
fi) familiar with the names, at least, of the 
it following works of this composer: the 
1 three one-act operas, “Sancta Susanna,” 
1 | “The Nush-Nushi,” and “Murderer, Hope 
a; of the Women;” and the song cycle for 
yy solo voice and piano, “The Young Maiden.” 
; The Sonata for Violin and Piano is also 
4 noteworthy, and the String Quartet in C 
1 Major, Op. 16, which first brought his 
4 name into prominence. 
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IGNAZ MOSCHELES 


MoscHeLtes whom Edward Dannreuther 
called “the foremost pianist after Hummel 
and before Chopin’—was born at Prague 
in 1794 and died in Leipzig in 1870. His 
principal teacher of music in his home city 
was Dionys Weber. Later, when he moved 
to Vienna, he studied under Salieri and 
Albrechtsberger—famous musicians, indeed, 
in the Austrian capital at the beginning of 
‘the nineteenth century. In the musical 
circles of the city Moscheles was at once 
accorded a hearty welcome; and in a short 

while the firm of Artaria bestowed on him 
the signal honor of asking him to make the 
piano aftrangement of Beethoven’s opera 
“Fidelio,” under the direct supervision of 
the great master himself. 

Then followed ‘years of touring as a 
virtuoso pianist. Popular everywhere, it 
was in England that he was especially 
lauded. Here he later took up residence. 
After the resignation of Sir Henry Bishop, 
Moscheles became conductor of the London 
Philharmonic Society. 

It was in 1824 that he instructed Felix 

Mendelssohn in music. Later, when 

Mendelssohn founded the Leipzig Con- 

_servatory, Moscheles was induced to join 

| the faculty and was ever one of the most 
potent reasons for immense renown. 

_ Moscheles was one of the most skillful 

_ improvisers of his day. Among his com- 

5 i positions the Concerto in G minor for 

piano, the piano duo, Homage to Handel, 

| the Twenty-four Etudes and the Charac- 

| teristic Studies are of the greatest im- 


MAUD POWELL 


Miss Powe tt (Mrs. H. Godfrey Turner) 
was born in Peru, Illinois, in 1868, and 
died in Uniontown, Pennsylvania, in 1920. 
She was the first American woman to be- 
come an internationally successful violinist 
truly a distinction. After four years of 
musical studies in Chicago with William 
Lewis, she was sent, still a young girl, to 
Leipzig to receive instruction from Henry 
Schradieck, famous German violinist and 
teacher. Thence she went to Paris, where 
she obtained one of the six vacancies in 
the class of Charles Dancla. A short time 
afterwards she met the great Joachim and 
became his favorite pupil. 

Later she toured in England and Ger- 
many, returning to the United States in 
1885 to appear with the New York Phil- 
harmonic Society under the baton of 
Theodore Thomas. Her subsequent Amer- 
ican recitals built up for her a well merited 
fame. In 1892 she toured Germany and 
Austria with the Arion Society of New 
York; in 1893 she played at the World’s 
Fair in Chicago. The next year she organ- 
ized the Maud Powell String Quartet. 

During 1905-06 Miss Powell was in 
South Africa with her own concert 
company, © 

Concertos by such renowned composers 
as Dvorak, Tschaikowsky and Arensky 
were given their first American perform- 
ances by Maud Powell. Her appearances 
with Sousa’s Band were hailed with intense 
enthusiasm. Finally, Maud Powell was 
the first violinist to make records for the 
Victor Talking Machine Company. 


ERNEST HUTCHESON 

HutcHeson was born in Melbourne, 
Australia, 1871. When he was only five 
years old he toured extensively in his own 
country, winning laurels fit for so ambiti- 
ous a young prodigy. His first teachers 
in music were Max Vogrich and George 
William Torrance; then, at the age of 
fourteen, the boy was sent to Leipzig, 
where he studied piano with Reinecke and 
Zwintscher, as also composition with Jadas- 
sohn. The thoroughness of this Leipzig 
training inevitably left its mark on the 
future master-pianist. From Leipzig, 
Hutcheson went to Weimar (1890) to 
work with Bernhard Stavenhagen, a Liszt 
pupil, 

After appearing in Germany as a pianist 
and conductor, Hutcheson went to Balti- 
more, Maryland, in 1900, as head of the 
pianoforte department at the Peabody Con- 
servatory, a position he held for twelve 
years. Following his resignation, he toured 
for two years in Europe, then returned to 
America and made his home in New York 
City. Hutcheson’s playing has been ranked 
with that of the world’s greatest per- 
formers on the instrument, and 6n the 
occasion of his first performance in New 
York City, such generally conflicting 
critics as Finck, Krehbiel, Aldrich and 
Henderson agreed to perfection that here 
was a pianist to be reckoned with. 

Hutcheson’s own compositions include a 
piano concerto, a violin concerto, and many 
separate piano numbers. He is at present 
Dean of Graduate Students at the Juillard 
School in New York. 
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ROBERT SCHUMANN 


SCHUMANN was born in Zwickau, Sax- 
ony, in 1810 and died near Bonn in 1856. 
A boy “all music” from his earliest child- 
hood, he began his career of composer at 
the age of seven. After preliminary 
studies at the Zwickau “Gymnasium” he 
studied law at Leipzig University in 1828, 
going thence to Heidelberg the next year. 
Music was rapidly and inevitably gaining 
the victory over law in the heart of the 
young man, and, upon his arrival in Leipzig 
again in 1830, he commenced the serious 
study of his art under Friedrich Wieck 
and Heinrich Dorn. Through the use of 
a mechanical device intended for strength- 
ening the fingers he lost the use of the 
fourth finger on his right hand, which soon 
brought an untimely end to his career as 
pianist. Thenceforth he. bent all energies 
to literary and musical composition. 

In 1834 he founded, with Wieck and 
others, the famous Newe Zeitschrift fiir 
Musik—this being edited solely by Schu- 
mann during the years 1835-1844. As 
editor he championed the works of many 
young composers, notably of Chopin and 
Brahms. In 1840 he was made a Doctor 
of Philosophy by Jena University. Schu- 
mann’s four symphonies, his piano quartet, 
his songs—ranking with those of Schubert 
and Brahms—and his splendid composi- 
tions, pioneers in the modern piano manner, 
will forever secure for him an all-impor- 
tant niche in the history of music. His 
opera “Genoveva,”’ the music to Byron's 
“Manfred,” and the cantata “Paradise and 
the Peri,” are imposing yocal works. 


GIOVANNI BATTISTA RUBINI 

Rusini, one of the supreme tenors of 
all musical history, was born in Romano, 
Italy, in 1795 and died near there in 1854. 
His father taught him the rudiments of 
music, after which he was put under the 
guidance of a priest named Don Santo who 
was then organist at Adro. Don Santo, 
however, soon dismissed his young pupil 
on the ground that the latter had not 
sufficient talent for music. 

After numerous engagements in small 
theaters throughout Italy, Rubini finally 
was hired in Naples, by a certain Barbaja, 
to appear in two operas by a contemporary 
composer who is today quite forgotten. 
During this time Rubini studied voice with 
Nozzari. Soon, in Palermo and in Rome 
itself, he met with striking success. His 
début in Paris occurred in 1825, when 
audiences wildly acclaimed him the tenor 
of tenors. - Following this he returned to 
Italy and Barbaja. In 1831 he first sang 
in England,.and for the next twelve years 
he concertized widely there and in France. 

A tour through Germany and Holland, 
with Liszt, was undertaken in 1843; then 
Rubini went on alone to Russia. After a 
second visit to the latter country a little 
later, he took up his abode in Romano, 
there to spend his remaining years. He 
had built up an immense fortune through 
his voice, and a fortune which he never 
dissipated by extravagance. 

His florid singing and his use of the 
vibrato (not to be confused with the 
tremolo) were said to be especially fine, 
and the range of his voice was phenomenal. 


BIOGRAPHIES 


THE NEW. ETUDE GALLERY OF MUSICAL CELEBRITIE 


SHORT BIOGRAPHICAL SKETCHES TO ACCOMPANY THESE PORTRAITS ARE GIVEN ON REVERSE 


SUPPLEMENT TO THE ETUDE——-MAY 1929 


ROBERT SCHUMANN Maup POWELL 


THE ETUDE 


GIovANNI BATTISTA RUBINI ERNEST HUTCHESON Ignaz MoscHELES 


Page 361 


MAY 1929 


CLASSIC, MODERN AND CONTEMPORARY MASTER WORKS 


THE ETUDE 


A Significant Event in the World of Music 


G. Francesco Malipiero, the eminent present day master composer of Italy, 


for The Ftude Music Magazine. 


1706 - 1785) 


in 1706 and died in Venice in 178 


and was one of the most prolific authors of Comic Operas. He wandered al] over Europe and travelled even as far as Russia. 


ae mene fame GALUPPI 


recently uncovered this extraordinary work and transcribed ii expressly 


BALDASSARE GALU PPI, nicknamed the BURANELLO, was born at Burano 


of LOTTI 


5.He was a pupil 


,an island near Venice, 


In 1745 he 
and several] 


’ 


He has left us a certain amount of chamber music, 


occupied the post of Maestro di Cappella, in the Church of St. Marks in Venice. 


Oratorios. 


The Sonata which we are publishing herewith must have been written in his youth, for the influence of the music of the 17th Century stil] makes 


itself felt, but there is a distinct Scarlattinian savour about it. 
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WALTER NIEMANN 


Grade 4. 


” 


“German Debussy? 


A fine example of the work of this composer, Known as the 
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INTERMEZZO 


Con moto M.M.e=108 


Colorful and broadly melodious.Grade 4. 
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EDUCATIONAL STUDY NOTES ON JTUSIC 


IN GHIS ETUDE 


By Epcar ALDEN BaRRELL 


Bernice, by Frederick A. Williams. 
Notice that the right hand plays the melody 
throughout. The left hand merely accompanies 
—but in that réle, let it shine by its restraint and 
firm rhythm. 
In the B-flat section there are several double- 
note effects, mostly thirds, which are very at- 
_ tractive. In the fourth measure of this section 
the right-hand upper notes are quarters; many 
will carelessly play them in eighths, which is 
easier but, alas, incorrect. 
La In the trio there is generally less motion than 
in the other sections, and a much more expressive 
melody, 
All in all, de is a highly satisfactory piece, 
_ worthy of sincere and intelligent attention. 
Mr. Williams, prominent among Ohio 
sicians, lives in Cleveland Heights. 


_ Call of Spring, by Mathilde Bilbro. 


One of the foremost’ of musical educators in 
America is Miss Bilbro, whose very helpful com- 
positions for the younger pianists always produce 
definite and ins iring results. A short biograph- 
ieal sketch of her life and writings appeared in 
a recent issue of THe Erupe. 

This Call of Spring is a good composition of 
which to make an analysis chart showing the 
sections and keys. The form is what we call 
the modified rondo form, and is represented by 
letters as follows: A-B-A-C-A, Section ‘“C” is 
one of the most happy parts of the piece: its 

' melody is in the alto, the soprano notes above 
it being in the nature of an obbligato, Strict 
fingerings, as indicated, are imperative here. 

. Notice the stressed second beat, tied to the first 

_ beat of the following measure, which occurs .so 
frequently. This is just another case of legiti- 
mate and effective syncopation. 


Inter Nos, by Carl Wilhelm Kern. 


The slur in the sixth measure, right hand, is 
most important; the first beat is to be strongly 
emphasized and the second has proportionately 
less emphasis, e 

Parlando means plainly enunciated, as_ if 
spoken. Lunga signifies a long hold on a chord, 
before procee ing. Spiccato is a term borrowed 
from violin usage and means detached. The 
notes appearing over this last term are to be 
Pcie by the smallest imaginable pauses. 

he Trio contains a cello-like theme requiring 
legato treatment, which alternates with entertain- 
= material in the treble. 

Aside from its very _ evident 
as a sprightly and tuneful gavotte, 
is not a bad octave study. 


mu- 


attractiveness 
Inter Nos 


Song of the Plowman, by Fritz Hart- 
mann. 

Vritz Hartmann, a German composer not living 
now, wrote considerable piano music which has 
gained popularity. 

_. The hearty left hand melody of the first and 
last sections of this piece represents the song of 
the plowman. It should be played with breadth 
and frankness. Its phrasing is clearly marked. 

The middle section contains a right hand 
melody of a more subtle.character than that sung 
-by the plowman. 

7] Compare this piece, 


for its rustic heartiness, 


With Schumann’s famous Joyous Peasant, and 
with the theme of Handel’s Harmonious Black- 
smith, 

| : 

En Bergant, by Eduard Schiitt. 


Born in Leningrad, in 
1856, Eduard Schutt studied 
under such musical author- 
ities as Richter, Jadassohn, 
Reinecke and Theodor 
Leschetizky. He made 
many tours in Europe with 
Leopold Auer. In 1881 he 
was appointed conductor of 


a Wagner Society in Vi- 
enna, and in 1887 retired 
from active life to center 
all his attention on composi- 
tion. His piano pieces, 
many in number, combine 


charm with intense useful- 
ress. 

This lullaby is an espe- 
_ cially beautiful and vriginal 
‘piece of writing, despite its 
: brevity (32 measures). The success of its per- 


Epuarp Scuttr 


formance depends largely upor meticulous pedal- 

ling—for, wrongly pedalled, the outlines will be- 

come blurred and the piece ‘will lose all character. 

| “Cant.” is the abbreviation of cantabile, the 

» meaning of which you know. Con espansione 
j is equivalent to allargando. 

For the first eight measures, harmonies rather 

» than melody, are emphasized; then the melody 

. emerges in the following measures. In measure 

ten bring out - counter melody in the right 
hand, the notes D and C 


Sonata, by Baldassare Galuppi. 
Biographical data concerning this famous mu- 
sician of the past will be found at the head 
of the Sonata. ; 
The great English poet, Robert Browning, 
wrote an excellent poem entitled ‘“‘A Toccata o 
_ Galuppi’s.” However, Galuppi never wrote a 
_ Toccata, according to present records—though 
a; there is a possibility that such a work once 
eh existed, as Browning is said to have played oc- 
casionall a composition of this name on the 
n of a convent chapel in Florence. 
Pe iy, bat te poem is too long to quote in en- 
but here are the first two stanzas: 


hardly ones you; it would prove me 
nm 


io i wep 


Sates Baldassare, this is very sad to find! - 


But although I take your meaning, ’tis with such 
a heavy mind, 


“Here you come with your old music, and here's 
all the good it brings. 

What, they lived once thus at Venice, where the 

merchants were the kings, 

Where St. Mark's is, where the Doges used to 
wed the sea with rings?’ 


_ Obviously the key 
».C, A minor, 


succession in the Sonata is: 
and F. 


Notice the good accented passing note G in 
measure one, right hand, third beat. Also the 
direction at the head of the composition, //egro 


ma con espress. That is to say, simply because 
the tempo is fast, you must not play without ex- 
pression, and plenty of it. 

The wonderful animation in this Sonata will 
elicit the delighted approval of every true mu- 
sician, whose first care will be to learn the left- 
hand part so that it can be played very smoothly 
and with nearly unyarying rhythm. 


Biondinetta, by Walter Niemann. 

_ Walter Niemann is one of the greatest German 
piano composers of the present day. Tle is the 
son cf Rudolph Niemany, also a pianist and 
composer of real note, and received his first 
musical instruction from his father. Later he 
studied with Engelbert Humperdinck, creator of 
that most charming of fairy operas, ‘““Hansel and 
Gretel.’ Next he attended the University of 
Leipzig and the Leipzig Conservatory, working 
under the direction of Riemann and Reinecke 
in the latter. From 1907 to 1917 Niemann was 
musical editor of the Leipziger Neuesten Nach- 
richten, lis piano pieces are famous in Europe, 
and it is a pleasure to see them included in the 
musical sections of our magazine, thus introduc- 


ing them to the American musical public. Nie- 
mann is also the author of several books of 
supreme pedagogic value, including one on 
Seandinavian musicians. 

Having at some length detailed the essential 
facts concerning this noteworthy compeser, we 
find ourselves unable, through the exigencies of 
space, to speak in detail of this very unusual 


waltz. 


Rigore means strictness, and al rigore di tempo 


would be translated freely, ‘in strict time.’ \t 
measure fifty-three the melody is in the left 
hand. Notice how Niemann avoids the normal 


sectional lengths, thus producing music which is 


never hackneyed nor “‘square.’’ 

There are many “fine points’ in studying the 
waltz which the teacher must be at pains to 
mention, 


The title of the composition means “The Little 
Blonde-haired Girl.’ 


Mystic Procession, by Louis Victor 

Saar. 

This is one of three very artistic Tone Pictures 
by this distinguished Chicagoan. A biography 
of Mr. Saar, who was a pupil of the great 
Brahins, Was printed in these columns in a 


recent issue. 
The abbreviation, MW, Cr, 
use the una corda, or “soft,’ 


means, of course, to 
” pedal. T. c. stands 


for tre corde, which in tfirn means to press the 
damper, or ‘oud,’ pedal. 

The mixture of the 4/4 and 2/4 times is 
likely to bother the pupil at first, though there 


is actually nothing unreasonable or ‘forced’ 
about such usage. 

After you have accustomed yourself to this, 
learn all the many accidentals which stare up at 
you from the page and which help to lend the 
‘mysterious’ air to the march. For the student 
of harmony, the frequent chord alterations will 
be especially fascinating to study. 

The hand-crossings in measures 13-14 and 24- 


25 are not difficult. The virility of the climax 


and the marvelous decrease of tone and ot 
intensity of mood thereafter are things which 
show very clearly Mr. Saar’s unquestioned 
genius, 


As_ you have probably discovered as you first 
examined this piece, the shifts from pianissino 
to fortissimo and then back to pianissimo repre 
sent the approach, the arrival and the disappear- 
ance of the ‘‘mystic procession.” 


Intermezzo, by E. Beck-Slinn. 


This sketch, by a_ British composer, is un- 
usually graceful in line and is_ splendidly or- 
ganized. The first section is in , sixteen meas- 


ures long; the next, in B-flat, is twenty-two meas- 
ures, aud contains a powerful climax at the point 
at which the D major tonality re-enters (four 
measures from the end of the section). 


Souore means with sonority and richness of 
tone. Strette is roughly equivalent to acceler- 
ando; for the specialized use of the ter in 


see Grove’s 
” 


fugue writing, “Dictionary of Music 
and Musicians,” under the heading of “Fugue.” 
The final eight measures form an interesting 
coda. 
Do not neglect the left-hand accent on the 
third beat of the very first measure of the piece. 


Little Chink, by Helen Wing. 


The musical recitations of Helen Wing are 
widely popular by reason of the delightful humor 
of the words—sometimes her own and sometimes 
by others—which extends quite logically into the 
attractive musical settings themselves. 

The “comedy line” of the present Chinese 
sketch is the final one in the refrain. “I saw 
you wink! Little Chink.” Bring this out strong- 
y, so that even if your audience has listened 
with little attention to what has preceded, they 
will be roused from their apathy at this point 
‘and will see the fun of the line and laugh. 

Another pleasing musical reading by Miss Wing is 
The Eskimo. 

(Continued on page 305) 
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Music Is Part of Life 


VERY young child, girl or boy, is ready now to enjoy 
the privilege of music. They will enjoy it to rhe full if 
their training begins at once, while growing minds are 


pliant and receptive, and enthusiasm is keen and alert. 


Never a day passes that is not richer and happier for those 
whose early training has made clear the message of tempo 
and melody. 


The share that music takes in the story of each day is well 
illustrated by the record of the 


KIMBALL 


and of households that number hundreds of thousands 


whose children have “‘grown up with the Kimball piano.’ 


The clear “‘singing’’ tones of this glorious instrument, and 
the perfectly balanced action of its keys have been an inspt- 
ration to young students in homes throughout the country, 
from one generation to another. And never have the exte- 
rior designs shown more grace and beauty than in our 
present offerings—classic- -modern and period grands, and 
uprights in several artistic styles. 


Catalogs cn request. If you are not conveniently 
near to 4 Kimball dealer, we can supply you direct. 


W. W. KIMBALL COMPANY 
(Established 1857) 
Department KE, 306 South Wabash Avenue, CHICAGO, U.S.A. 
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T IS ALMOST impossible to conceive 

of a tone which, while being produced 

by the many complex actions of the 
human body, is yet entirely steady and 
absolutely pure. Nor would such a tone 
be either desirable or attractive. It would 
be lacking in that human element which 
distinguishes the sound of a voice from 
that of a machine. 

Every little occurrence of a man’s daily 
life influences both his physical and his 
mental condition. Anger, love, disappoint- 
ment, desire unfulfilled, ambition, sorrow 
and happiness not only influence his reac- 
tions toward his fellow man but also un- 
consciously change the quality of his voice 
and impair its control. Anything that is 
hurtful to his health—overwork, worry, 
lack of physical exercise, indigestion, ex- 
cessive smoking or drinking—can imme- 
diately be noticed in the tone quality of 
both the speaking and the singing voice. 
This explains why even the greatest artists 
cannot always sing equally well. At one 
time they are capable of controlling every 
effect, from a whispered pianissimo to a 
thunderous fortissimo, in a voice ever 
beautiful and full of color. At another 
time even an uneducated ear will be able 
to perceive an unsteadiness of tone and a 
lack of beauty and control. 

A well-made machine, on the contrary, 
can produce the same effect every time. 
Granted a motor which will run each time 
at the same speed and with the same force, 
the vibrating mechanism will always pro- 
duce the same pitches and the same grada- 
tions of loudness and softness. The elec- 
tric piano, the steam calliope, and the 
sound reproducing machine give the same 
effects every time they are played. It is 
at once their chief recommendation and 
their greatest defect. They never take a 
cold; nor do they suffer from nerves or 
temperament. They are reliable, but inhu- 
man, soulless, emotionless, without person- 
ality or charm. 

It is neither possible nor desirable for 
a man to produce a tone as steady as a 
machine, nor as free from vibrato as a rec- 
ord. If one remembers how many me- 
chanical devices have been invented to 
produce a controlled vibrato, one will un- 
derstand the matter better. A certain 
organ stop has two pipes to each note, 
tuned a few vibrations a second apart, so 
that the resulting beats may be, clearly dis- 
tinguished by the ear. In the tremulant 
stop a moving fan alternately cuts off the 
current of air and allows it to flow freely 
again, producing an artificial wavering of 
the tone. The players of all the stringed 
instruments of the violin family deliber- 
ately shake the hand so that their tones 
may not sound too steady and soulless. 


Faults in Actuality 


1? IS NOT a question, then, of singing 

a tone that is absolutely unwavering. 
Such a sound would be dead and cold 
while we all desire one which is living and 
full of warmth and color. But a tone that 
is uncontrolled, that does not respond to 
the will of the artist, that is badly pro- 
duced or produced without knowledge, 
often shakes so much that the listener is in 
doubt which tone is being sung. Such a 
voice may be said never to be in tune, 
because it never sings a single tone se- 
curely and well, but wobbles between two 
or, more, 
voice is what is meant by tremolo in this 
article, and its cause and cure will be here 
studied. 

If there were but one cause of the 
tremolo in the voice, it would be very. easy. 


This faulty method of using the 
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to avoid it. Like a headache, it has a 
variety of causes difficult to detect, each 
one with a different cure. The principal 
ones are faulty breathing, insufficient con- 
trol of the larynx, and a trembling at any 
point, either in the throat, in the mouth, 
or about the jaw and lips. 

The breath is the motor which runs the 
voice. Like any other motor, it must have 
power to do the work required of it. It 
must run smoothly and consistently, and, 
above all things, must constantly be under 
control. There is neither time nor space 
here to enter into a detailed discussion of 
breathing. 
many textbooks upon this interesting and 
vital subject. Breathing consists of in- 
halation and exhalation, both of almost 
equal importance in singing. If the singer 
does not take in enough breath it is mani- 


fest that he will be short-winded and un- 


able to sing musical phrases of any great 
length, 


Too Much Breath 


F, on the contrary, he exhales too much 

breath at one time, the same result will 
be obtained plus either a breathy tone or a 
tremolo, or both together. He must learii, 
then, to control his inhalations so that he 
will always have enough breath to sing 
the required phrase. Too much will not 
help him, but rather hinder, for it is possi- 
ble to crowd the lungs with an excess of 
breath even as it is possible to crowd the 
pockets with useless things. In exhalation 
the singer must not waste so much breath 
at the beginning of a phrase that he has 
none left at the end. Nor must he press 
harder with the diaphragm than the vocal 
cords can resist. This is the most frequent 
cause of tremolo, 

In the effort to sing too loudly: the stu- 
dent forgets that the balance between the 
force of the breath and the resistance of 
the vocal cords must always be observed. 
The cure for this form of tremolo is to 
reduce the pressure from the diaphragm, 
without losing a sense of support, and to 
make the pupil sing softly just as long as 
his voice trembles. As he .succeeds - in 
holding the tone more securely he may 
gradually (very gradually) increase the 
amount of tone. If the voice begins to 
shake again, he may be sure he is singing 
too loudly. Care must be taken that he 
does not tighten the jaw, the throat nor the 
tongue and that there be selected for him 
a series of vowel sounds suitable to the 
free emission of his individual voice. For 
the cure of a tremolo of this kind, Randeg- 
ger advised long sustained tones, sung with 
the utmost care, without any crescendo and 
diminuendo, and quiet piano, upon the most 
comfortable tones of the voice. The range 
of tones attempted should be few, not 


The student is referred to the 


over a sixth, or at the most an octave. 
For example, the bass voice sings: 


The contralto (without the use of the 


so-called chest voice) sings: 
Ex.3 


The, choice of vowel sounds to be used 
must be left to the teacher. 

Too much pressure from the diaphragm 
is also largely responsible for another form 
of tremolo in which the whole structure 
of the larynx shakes. The outer struc- 
ture of the larynx is formed of two large 
cartilaginous bodies called the cricoid and 
thyroid cartileges. Connecting them, in 
the front, is the strong muscle, the crico- 
thyroid, and inside the larynx are the vocal 
cords and the muscles which cause them to 
functionate, the crico-arytenoid and the 
thyro-arytenoid. The whole structure is 
further strengthened at the top by two 
muscles leading from two processes on 
the outer cartilege to the tongue bone, 
called the hyoglossus muscles. 

Thus it will be seen that the larynx is 
held firmly both at the top and the bot- 
tom, while the vocal cords inside the lar- 
ynx are engaged in producing the tone, 
Quite often these muscles are weak, in 
which case they must be strengthened by 
continued attention and by special exer- 
cises. Or a mistaken idea of relaxation 
leads the pupil to use, them in a lazy and 
lackadaisical manner. If he will remem- 
ber that force and resistance must balance 
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in the human machine as well as in a man- 
made one, he will instantly perceive the 
remedy. Too much force produces shaki- 
ness and trembling; too much. resistance, 
stiffness and lack of resilience. Care 
should be taken in this form of tremolo 
that the tongue action should not be strong 
and exaggerated in the pronunciation of 
words. Pronunciation by the root of the 
tongue instead of the forward part not 
only stiffens the throat, preventing a free 
emission of tone, but also, by pulling upon 
the hyoglossus muscle, prevents its proper 
action and makes the voice shake. 

The long-sustained tone is perhaps too 
trying for the singers whose voices shake 
because of weak vocal cords, or who have, 
through carelessness or improper teaching, 
neglected to hold them firmly enough dur-' 
ing tone production, Scale passages 
through a comparatively small range and 
not too loud are here indicated. For ex- 
ample, the bass voices sing (without 
tremolo or breathiness and not too slow- 
ya) ee 


Again the choice of vowel sounds and 
even of adding a few consonants must be 
left to the teacher. These exercises must 


for the tenor, contralto and soprano voices 
It is not the exercise which is helpful 
much as the way it is done. The teac 
must call the pupil’s attention to ‘ 


(Continued on page 379) _ 
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THE FUNDAMENTALS 
Noga OF 
TONE PRODUCTION 
By 
‘Joan O’Vark 


In this excellent work, tone production 


is reduced to its simplest and most natur- 
al basis, Under its guidance any voice 
can be formed or re-formed. 
Price, $2.00 
Cloth Bound 
Mme. JOAN O’°VARK 
Studio 706 Steinway Hall 


109 West 57th St., New York City 


Attention, Piano Teachers ! 
METRONOMES 


An Invaluable Aid in the 
Training of the Piano Stu- 
dent. ives the Correct 
‘Tempoand Teachesan Ap- | 
preciation of Rhythm, 3 
Our Metronomes are of 
the finest quality and 
fully guaranteed. 
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MUSIC ENGRAVING 


Piano, Band, Orchestra and Octavo work. We 
specialize in book work; also engraved titles. 
-Send your mss. for estimate. 
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LEARN PIANO TUNING 


MAKING TRIALS 


OF TRUE TONE 


WE TEACH YOU THIS PROFITABLE 


_ PROFESSION AT HOME DURING SPARE TIME 


; ‘Sen itor FREE copy of the 30th Cd IVERSARY 
_ EDITION of our book, “WINNING INDEPEN- 
DENGR. " Read how students master tuning with 
our TONE-A-PHONE and WHY our graduates 
head the profession in all parts of the world. With 
Bryant's patented devices, tools, charts and les- 
3ons, one learns quickly and easily. Low tuition: 
ae; terms. Diplomas granted. MONEY BACK 
IF NOT SATISFIED. $10.00 to $25.00 a day, 
© exceptional opportunities and an idea! profession 
await you. 


' BRYANT SCHOOL OF TUNING, 32 Bryant Bldg., Augusta, Mich | 
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Learn to play popular jazz on piano, saxo- 

hone, banjo, ete.,with latest breaks and 

fils. Write for free Home-study booklet. 
AXEL CHRISTENSEN SCHOOL 
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Drink the Breath 


By ALFREDO TRINCHIERI 


THE SINGER who has learned breath con- 
trol almost has learned to sing. 

Though, of course, there is no “cure- 
all” for any human ill, and there may be 
individuals with some peculiar physical 
weakness to overcome, yet, under normal 
conditions, the following exercise, used 
regularly at the beginning of each period 
of vocal practice, will insure satisfactory 
results. The one needful warning is that 
it be never practiced to the point of tiring 
the breathing muscles. Six to ten times 
is about the limit. 

Relax the body completely, especially all 
muscles connected with the neck and 
throat; and then drink in a deep, full 


Attacking 


breath with a yawning sensation. Do not 
over-inflate the lungs, but fill them just as 
would be done in the usual yawning breath. 

Now close the lips, form only the tiniest 
opening, such as the point of a pencil 
might enter, and allow the breath to flow 
very, very slowly through this. Make no 
attempt to find how long this process can 
be continued. Carried to the point of the 
least exhaustion, any such exercise may 
easily lead to disaster. A slow, even move- 
ment of the normal amount of breath is 
the thing desired. With this accomplished, 
length and all other desirable qualities are 
assured. The tone becomes in reality a 
living stream of breath, 


the one 


By WILBUR ALONZA SKILES 


“THE beginning is the end.” That fa- 
mous axiom applies peculiarly to the attack 
of tone. If the attack of a tone is not 
exact, without hesitation or roughness, the 
end is likewise. It has been built on a 
poor foundation and is divided against it- 
self. 

In attacking any tone correctly there 
should be the same sensation which exists 
when one makes the most delicate attempt 
to cough. The closing function of the 
glottis (lessening of space between the 
vocal cords) may readily be felt and under- 


realized on the instant of the attack of 
any tone. 

The “stroke of the glottis” attack should 
be eliminated. By it the breath is merely 
thrown against the vocal cords impetuously, 
breaking down the natural strength of 
these organs and producing only the un- 
desirable tone made up of breath, harsn- 
ness, tightness and false qualities. 

On the other hand when the tone is 
attacked by the gentle action of the tongue 
the glottis is closed against the soft flow 
of breath and that same delicate quality 


is found to exist within the tone itself. 


©Gremolo, Its Cause and Cure 


(Continued from page 378) 


stood. This same sensation should be 
trembling of tone, breathiness and inse- 
curity. 


Even as a moving fan in the tremulant 
stop mechanically produces a tremolo in 
the organ, so a moving part in the mouth 
cavity or in the throat will have the same 
result in the voice. The uvula and soft 
palate and even the pillars of the throat 
can be seen to shake during tone produc- 
tion, especially in nervous and highly or- 
ganized people. A freely acting loose jaw 
is a necessity in both tone production and 
pronunciation, but it must not shake so as 
to make the tone unsteady. The tip of the 
tongue, most useful in forming the con- 
sonant sounds, can often be seen moving 
around in the mouth in a most unre- 
strained manner, causing a rapid and un- 
pleasant tremolo, especially in light sopra- 
10 voices. Sometimes the outer lips them- 
selves do not move into the required posi- 
tion in the formation of tones and words 
but indulge in an unrestrained shaking 
which communicates itself immediately to 
the tone. 

An unsteady heart will cause an unsteady 
voice, a condition which it is in the prov- 
ince of the physician rather than the sing- 
ing teacher to explain. There, is also the 
temperamental, sentimental singer whose 
emotions are more highly developed than 
his reasoning powers. This type of singer 
all too often loses himself completely in 
his singing. Some few times he sings like 
a god. But more often his singing is 
forced, illogical, uncontrolied and foolish. 

To sum up, then, tremolo is most usu- 
ally the result of faulty breath control, 
especially of too much pressure from the 
diaphragm. Too little resistance at the 


vocal cords will cause the whole structure 
of the larynx to shake, in which case the 
tremolo will be associated with breathiness 
of tone. Stiffness of the throat, uvula, 
tongue, fauces, jaw, and so forth, favor it 
but do not produce it. Nor can the 
usual “cure-all,” relaxation, always help. 
When one relaxes too much, some of the 
parts of the throat, mouth, palate, lips or 
jaw may tremble, in which case tremolo 
will always be present. 


Ferreting out the Cause 


NFORTUNATELY the singing 

teacher sees his pupils at the lesson 
period only. He has little time to study 
their natures, temperaments and physical 
and mental peculiarities. Yet these things 
must be taken into consideration at every 
lesson, in order that the best results should 
be obtained. To cure the tremolo the sing- 
ing teacher must be able to diagnose its 
cause as the physician diagnoses the cause 
of a disease. He must logically explain 
it to the pupil, so that it is no longer a 
mystery to him. When the cause is clearly 
understood, the teacher must give special 
exercises selected to cure it, taking care 
that they are adapted to the student’s 
peculiarities of body and of mind. If he 
does not know these exercises, he must 
either search the books for them or, if he 
be inventive, make them for himself. The 
cure of tremolo is difficult, long and ardu- 
ous, taxing the skill, patience and codpera- 
tiveness of both teacher and pupil. It is 
hoped that the ideas put forth in this short 
study of this obstacle to vocal success may 
be helpful to students and teachers in diag- 
nosing its many causes and suggesting the 
proper cures. 


“Romantic music was a product of sentiment and imagination; 
music is a product of motion and rhythm. 
able name for this new tendency in musical development. 
romanticists know how we would refer to them. 


my 
Nobody has found as yet a suit- 
Nor did the 
We stand at the foot of 


an immense mountain, through which we cannot see.’—STRAVINSKY. 
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YOU HAVE 
your own | gble 


AND YOUR \\ BH ar 


OWN 

She knows your likes and dis- 
likes, the time you usually have 
your dinner. And she knows how 
to serve delicious food as it 
should be served. You'll like 
your own waitress. 

You'll like the foods she serves 
you, too. ‘Thesgreen, fresh veg- 
etables come right from the farm, 
with fruits and meats and milk 
and butter. And here «in the 
spotless kitchens — kitchens you 
can explore any time you want 
to!—those foods are prepared by 
cooks who are really masters. 

You will find all Chalfonte- 
Haddon Hall much to your lik- 
ing—all the little courtesies; the 
sunshiny, airy rooms; the absence 
of any pose or affectation. 

—There are complete garage facilities at 
Chalfonte- Haddon Hall . . . May we 


send you a descriptive booklet further 
describing the hotels? 


CHALFONTE- 


HADDON HALL 
ATLANTIC CITY 


American Plan 
Leeds and Lippincott Company 


ave! oa WES 
SAUTS 


At home, at the theatre, while shopping 
or traveling, or if you find yourself in 
stuffy rooms or crowded places, the 
pungent fragrance of Crown Lavender 
Smelling Salts clears the brain, steadies 
the nerves, counteracts faintness and 
weariness. It is invigorating—a delight 
and comfort. Sold everywhere. Schief- 
felin & Co. 16-26 Cooper Square, 
New York. 


HARMONY BY MAIL 


A practical and thorough course of 40 lessons. 
Small monthly payments. 

Send for Prospectus and Rates. Mss. corrected. 
Music composed, send poem for estimate, 
ALFRED WOOLER, Mus. Doc. 
Suite A. 171 Cleveland Ave., Buffalo, N. Y. 


Kill The Hair Root 


Mymethod is the only way to prevent the hair from grow- 
ing again. Easy, painiess, harmless. No scars. Booklet 
free. Write today enclosing 3 red stamps. We teach Beauty 
Culture, D. J. Mahler, 145-A Mahler Park, Providence, R.I. 
eS 
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MUSICAL READINGS 


The clever pianologue merits a place on every enter- 
tainment program. ise either stage or home use, we 
especially recommend the following as musical readings 
or as vocal solos: 


ANGELINA _. ° (Negro) 
CouNnTING DAlsy PRTaLs (Humorous) 
DREAMIN’ IN DE TWILIGHT (Negro) 
HATs : . * Humorous) 
KEEP A SMILIN’ * (inspirational) 
THE LADIES’ AID . ° (ium orous) 
Tue LapY WHO Lives Next Door _ (Humorous) 
LEGEND OF A TWILIGHT BELL . (Inspirational) 
THE MISSIONARY BARREL (Humorous) 
THE OLD FAMILY ALBUM (Humorous) 


A PERFECT LITTLE LADY (Humorous Juvenile) 
SPEAK FOR YURESELF, YOHN . (Swede Dialect) 
SPEAK UP, IKE, AN’ 'SPRESS YO'SE’F (Negro) 
STYLE pf . ° (Humorous) 
TALK, TALK, TALK . (Humorous) 
TONY ON DA PHONE (talk: un Dialect) 
WHEN MOTHER SANG TO ME (Inspirational) 
THE YOUNGEST IN THE FAMILY 

(Humorous Juvenile) 


In full sheet music form—price, postpaid, each .356 
The set of “Erupe 1929 Cotzection,” $5.00. 
Large catalogue of entertainment material on request. 


T. S. DENISON & CO. 
Dramatic Publishers 


623 S. WABASH AVE., DEPT. 73 CHICAGO 


When you write to our advertisers always mention THE ETUDE. It identifies you as one In touch with the higher ideals of art and life, 
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if Dias E KING OF INSTRUMENTS 
has not only a huge literature of 
its Own, but much of the music 
written for other instruments, for com- 
binations of instruments and for voices 
is re-written for it in the form of arrange- 
ments. It follows that the modern organist 
can fulfil what is expected of him as an 
exponent of all classes of music only by 
the possession of a very extensive library, 
especially if he be a recitalist in either 
church, concert hall or picture palace. 

In view of the fact that a large propor- 
tion of the music is in ‘separate sheets 
or thin books containing only a few pages 
each and that many of these pieces belong 
to a series or set of pieces, the covers and 
title of which are uniform, each item be- 
ing distinguished from its fellows only by 
a number, it becomes obvious that, if some 
system is not observed, finding exactly the 
piece one wants is not always easy, and, es- 
pecially if one is in a hurry, sometimes 
impossible. On the other hand, if care 


and intelligence have been dévoted to the. 


arranging of the music, the smallest piece 
may be found in a few moments. 

In order to be able to select in a minimum 
of time exactly the right piece for any oc- 
from, it may be, many years’ ac- 
cumulation of music, the first requisite is 
a complete, legibly written and well-clas- 
sified catalogue. For the ready finding of 
such: a piece, when selected, the first re- 
quisite is an ample series of clearly labelled 
and easily accessible shelves, drawers or 
pigeon-holes. Such an arrangement will 
also greatly promote the preservation of 
the music in good condition—a matter of 
no small moment! 

Obviously, before the shelves can 
designed, an estimate must be made 
the amount and shape of the music to be 
stored in them, as well as the number of 
different types for which separate shelves 
should be provided. It will therefore be 
best first to make the catalogue. 


casion, 


be 
of 


The Catalogue 


A 7 HILE THE size of the shelves will 
é depend upon: the number of books 
or separate pieces to be placed on them, 
the size of the book for the Catalogue to 
he written in will depend ,on the total 
number of movements, used separately. 
Thus a sonata may contain three moye- 
ments used respectively as a prelude, offer- 
tory and postlude, while the whole work 
may be played at a recital, making four 
entries 

A yolume often contains several pieces 
which one does not play at all. It is not 
best to include these unless it is probable 
that they will be used later on. In this 
case a pencil mark should be made against 
them to distinguish them from music al- 
ready mastered. 

When the number of entries needed for 
the library in its present condition has 
been computed, the question of future 
development must be considered. A young 
organist will do well to allow for a large 
increase—say the doubling or trebling of 
his library. A veteran need not allow so 
much. But no organist cares_to imagine 
that he has reached the end of his tether 
and will never add another piece to his 
stock! Besides, he may change his mind 
about some of the music which is already 
on hand but has never been used and decide 
to give it a hearing. 

The wise organist will have in his own 
library one shelf devoted exclusively to 
music not likely to be used, Every now 
and then he will go through it and occa- 


necessary. 


@he ORGANIST’S ETUDE 
Edited for May by 
EMINENT SPECIALISTS 


If IS THE AMBITION OF THE ETUDE TO MAKE THIS ORGAN DEPARTMENT 
“AN ORGANIST’S ETUDE, COMPLETE IN ITSELF” 


©he Organist’s Library: 
How to @atalogue and Store It 


‘By CLEMENT ANTROBUS HARRIS 


Part I 


sionally, revise the verdict pronounced on a 
piece at the first, or, perhaps, second trying 
over. Of course there may also be music 
which is well worth learning but for which 
practice time has not yet been found. A 
special shelf for this is very convenient. 
This shelf as a whole or each piece separ- 
ately must be entered in the catalogue. 


Providing Ample Space 


HE SPACE to be provided for each 

item should be ample—say, three lines. 
This will make the entries much easier to 
read than if they be overcrowded. Com- 
plete details of each piece should be given. 
Therefore it will be best to regard a full 
opening of the book, left and right-hand 
pages, as a unit. By dividing the number 
of lines on a full page (both sides) by 
three and the total number of entries (in- 
cluding spare spaces) by the result of this 
division, the number of pages required in 
the book can be ascertained. A few extra 
pages should be allowed for the title and 
table of contents, and for the Index, if it 
is decided to have one. 

The number of lines on a page does 
not matter much, provided the total number 
is sufficient (of course a multiple of three, 
plus the space required for headings, is 
most convenient), but the size of the page 
from left to right is very important. This 
will be determined by the amount of detail 
to be given to each piece and by the size 
of the owner’s handwriting. 

The music should be assorted according 
to if8% purpose under general headings, and 
these should follow the order in which 
the pieces are used. A summary of these 
headings should be given immediately after 
the title page. The following “Contents” 
has been proved a good working scheme. 


N SOLO playing the organist has a 
I ereat opportunity for raising the stand- 

ard of culture in®his district. It 1s, 
however, an ‘opportunity which must be 
carefully handled, as it is readily spoiled 
hy tactless treatment. As the majority of 
those who read this are players in small 
cities—for it is there that organs alone 
without orchestra are most in use—they 
must remember that small town audiences 
cannot be rushed headlong into the realms 
of heavy, difficult music. (In playing for 
the pictures anything which is appropriate 
and effective is permissible. Indeed, the 
effect is less noticeable when the music 
blends with the picture.) 

People unaccustomed to classical music 
will soon condemn anything that is un- 


Preludes 


Pace 
[To be 
filled in 
later] 


Table of Contents 


During Communion... 
yuring © : ion... 
jtaynera ues During onfirmation 


As Introits 
As Offertoires 
Middle” Voluntaries vie ada. ecco 
Offertoires (during Service) 
Postludes 


Music for Weddings 
Special Occasions { Funerals 
Concertos 
Oftertoires 
Overtures 
Sonatas 
SURGES SOSEd Nines. crayons 
Single Shorter 
Movements .... 
Organ with Other 
Instruments 
Sentimental 
Pathetic 
Tragic 


Recital Music 


Rapid, Agitated... 

[SCRD OR Gs eos S150 

ILumorous 

Dances 

List of Bound Volumes .......... 

Musie Awaiting Hxamination or Un- 
likely to be Needed 


Motion Picture 
Music 


The headings are to be understood in a 
utilitarian sense. For instance, all music 
which is suitable for playing before service, 
whatever its title may be, will be included 
under “Preludes.” On the other hand a 
voluntary termed “Interlude” will not be 
included under this heading if it be too 
long to be used as the communicants. move 
from their seats in the church to the altar. 
Similarly, an offertoire, if found too long 
for use while the collection is being made 
in the church in question, will be listed 
among the items available for recitals. 

In many churches a voluntary forms an 
integral part of the service. That jis to 
say, its purpose is not merely to fill a gap 
or to drown the footfall of people moving 
about, but to present a musical sermon to 


A Movie Player's Stock 


By ALANSON WELLER 


familiar or unmelodious. In most small 
theaters the solo takes the place of the 
orchestral overture supplied in the larger 
theaters. Only a few moments are pos- 
sible and there is sometimes a certain 
amount of confusion as the audience of 
one show is being replaced by that of 
another. For that reason it is well to stick 
to numbers with a straightforward, defi- 
nite melody and a rather brilliant quality. 

The standard overtures are for the most 
part effective on the organ, and the majority 
of them fit these requirements nicely. 
Among the best collections of overtures 
which I know are those in the Peters’ Edi- 
tion, for piano solo. Among these are the 
Mendelssohn, Weber, Rossini and Bell’ni, 
and several other representative compila- 
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be listened to as such, 
affords the organist the best opportunity 
he has from an artistic standpoint and for 
showing the value of music as the “Hand- 
maid of Religion” and the “Divine Art.” 


But one’s choice for this kind of volun- — 
tary is somewhat restricted, owing to limi-— 


tation in regard to time. Pieces, there- 
fore, which are suitable in all respects for 
this special purpose should be placed in 
a category of their own under the title of 
“Middle Voluntaries.” 


“Picture Palace’ Pieces 


ERHAPS the writer had better con- . 


fess that he has not himself held office 
as organist in a moving picture theater, but 
has had to draw on his “inner conscious- 
ness” as eegards the headings under which 
music suitable for the purpose’ can best 
be arranged. But the more experienced 
reader will be able to determine the way 
in which the list here suggested can best 
be extended or altered. 

In planning the pages in the body of 
the book, space should be left at the top 
of each page—or at least at the top of 
the first page of each section—for the gen- 
eral heading as given in the “Table of 
Contents.” Underneath this, at the ex- 
treme left-hand side of the left-hand page, 
will be the title of the piece. As several 
words may be needed for this, that is, 
Hailstone Chorus, “Isarel in Egypt,” and 
cramped writing is scrupulously to be 
avoided, three inches, left to right, is not 
too much to allow for this item. 

Next should come the key of the selec- 
tion, as in many cases of similar titles, 
Andantes, for example, this is the chief 
means of identification. A column of one 
inch in width is ample for the purpose, 
though less will do. The mode should be 
understood to be major unless mi for) 
minor be added. 
follows and may be assigned two inches. 

A space wherein to designate the grade- 
of difficulty is not strictly necessary, but 
in some cases it is found to be useful. 
One generally remembers the facility or 
otherwise with which one can play a piece 
already learned, but, in reviving a volun- 
tary long forgotten or disused, 
vantageous to know whether it can be 


played at sight or only after considerable | 
Three grades will usually be- 
sufficient and each organist will evolve 
his-own definition of what is easy, moder-_ 
An inch will suffice for ~ 


practice. 


ate or difficult. 
the necessary numeral. 
(To be continued in June Erupe) 


tions. 


in slightly different arrangements on the 
programs of the leading virtuosi. Edwin 
H. Lemare frequently includes an: overture 
on his recitals. Those which are found 
too long can readily be cut as desired. 
With the overtures as solos, an occasional 


used and, after your audiences have come 
to enjoy these, short extracts from sonatas | 
or some such compositions. 
When marches are used, avoid the post- 
ludial or voluntary style and stick te 
straight brilliant numbers like Gounod’ 
Queen of Sheba, Elgar’s Pomp and - 
cumstance and Guilmant’s- Torelli; 
(Continued on page 381) 
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Tt frequently — 


The composer’s name © 
p 


it is ad- — 


None of these are too heavy for | 
this use, and most of them are to be found — 


i 
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Ghe Organist’s Legacy 


Te organist has laid the world greatly 
under debt to his contributions to the ad- 
-yancement of the musical art. Of the 


present active participants in the art, none 


z . 
| has a longer or more honorable lineage. 


None has done more to maintain and ad- 


vance the standards of musical culture. 


If this statement should incur a “Why ?” 
‘there is, perhaps, no better answer than 


| that the organists of the world have ever 


i 


stood always in the forefront of the pro- 


fession, as men of the highest culture and 
general scholarship. 

The early history of music is hound up 
dargely in the annals of the church musi- 


By H. Everett Estey 


cians, The records of the middle of the 
ninth century show that. there were then 
a number of organ builders in Germany 
and that they sent organs to England and 
France for church use. Notre Dame of 
Paris has a lineage of eight hundred years 
of organists, many -of them dominant 
figures. From the twelfth and thirteenth 
centuries, the organists have preserved and 
handed down the best that was created in 
music, till the time of the great efflores- 
cence of the late seventeenth and carly 
eighteenth centuries which gave us_ that 
group of masters who systematized the 
principles of the art and started it on the 
way to its present glory. 


American Organs Lead 


Mr. CHartes M. Cournorn, Belgian or- 
ganist, and one of the greatest of the 


' yirtuosi on the “king of instruments,” not 


. 2 


4 


only has practically adopted America ‘as 
his home (greatly to our advantage) but 
also has the following to say in The 
Musical Digest: 

“Organ progress started in the United 
States and gradually spread° to Europe. 
Even now Europe has not caught on 
fo it as you (America) have. To the 
European, the organ is still an instrument 
that is to be used during church services. 


They have not yet learned to use it in 
concerts as much as you do. 


Then, too, 
they’re not equipped with as fine instru- 


must be handled even 
more carefully. The Handel Organ Con- 
certos offer many brilliant movements 
which are melodious enough to be well 


March. Sonatas 


| within reach of the average audience, and, 


if you want to give them something ex- 
cceedingly brilliant, why not the time hon- 
ored but still tremendously effective Toc- 
cata from Widor’s “Fifth Symphony ?” 
Costume pictures are having quite a 
yogue just at present and music of foreign 
lands and past days is in order. The fol- 


| lowing are the best of their kind for this 


type of film: 


_ Classic Seventeenth and Eighteenth | 
Century 
“Arlésienne Suite’ Two Menuets and 


GNOME! Pepe tae ede ee Bizet 
PAPER PORCH GUNG: wince ssi eee Bach 
BELG AL Ghbis t niatdedbitic G.clkvesai- + Beethoven 


(Suitable as love theme in films of 
this sort.) ’ 
“Nell Gwynn and Henry VIII Dances” 
CLE SMS, Soe aio en! Edward German 
emsipet. VOUNTETY Gis anise fe =s- s+ -0- Purcell 


American Historical Atmosphere 


AGEL UD MANGABIGAM seis csc) tei ss Maxson 
PS DENSON S cx daira a denies +---- Sinding 
DIMUDCIILOVGRERIO? Grete ieee. ++ -- Weber 
*Southern Rhapsody ..0.+-<-------- Hosmer 
American Indian Fantasie........... Skilton 


Foreign Backgrounds 


Scheherazade Snite ........Rimsky-Korsakov 


PRVOING! MATCH) xis. silos oe 6s Tschaikovsky 
Slavonic Rhapsody ............ Friedemann 
Hungarian Fantasia ..............-- Tobani 


......Stoughton 
pittes chaurier 


In India—Suite .... 
-*Espafiia Rhapsody .. 


Nature 


In the previous article nature moods were 
just touched upon without mentioning 
torms—Les Preludes (middle section 

A Tempestuoso) Felscenmuhle 

Oe RR oe Reissiger 
Cave Overture 


, Overture ...... 5 
Sea Scenes—Fingal’s 


a Mendelssohn 
Fourteen Fathoms Deep........M 1x Lake 


_ Sea Gardens 


Wonders—Voleanos in exup- 
giant waterfalls and so forth. 
‘s Fareirell and Magic Fire 
|, “Die Walkure”.......Wagner-Rogers 
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ments as can be found in this country. Of 
course, all this will take time. The people 
have to be re-educated—and to get over 
the idea that the organ is an instrument to 
be used only on Sunday mornings for their 
church hymns. 

“With all this progress in the organ, the 


art will be more commercialized. That 
is, more and more will be learning it, 
more money will be paid to organists, 


there will be a greater demand for organ 
recitals, until finally the organ will reach 
the goal towards which it is now making 
such mighty strides. While it has been 
progressing amazingly of late, it not 
yet where it ought to be—but it will come 
—it will come!” 


is 


\ 


A PMovie Player's Stock 
(Continued from page 380) 


For seenes in the west and grand ean- 
yon a slight Indian atmosphere is 
good, such as Finale from ‘New 
World Symphony,” Dvorak, or Na- 
toma Selection, Introduction and 
Dugger ‘Dance’, srcwgilat) avis vere. V. Herbert 


Religious Atmosphere 
Gothic Suite Prayer and Chorale. ...Roelman 
St. Cecilia Offertoire No. 2...5..:5 : Batiste 
Les Preludes Finale (Redemption, re- 
ligious exaltation). 

Most of the selections suggested here 
can be obtained in either an organ or piano 
arrangement if they are no~ original com- 
positions for the instruments. Those 
marked with an asterisk are piano accom- 
paniments of orchestrations. These few 
additional hints which are intended to sup- 
plement those already given will, I hope, 
be of service to some readers who may he 
playing in small cities or small theaters 
in big cities. 


“Let us study the orchestra, the most 
highly developed medium of musical ex- 
pression, Let us conceive and transcribe 
orchestrally, phrase orchestrally, registrate 
orchestrally, always bearing in mind that 
no organ ever built can reproduce the 
exact sound of an orchestra, and that I 
an. referring solely to style.”’—Joun 
Prrsr io, Os 


COURSE IN 


Improve 


In Church 


or Home 


The Orgoblo Junior,a 
small electrically operated 
organ blower will improve 
the quality of tone and the 
service of any organ, old 
or new. 


who have used it. 


= 5 ORGAN ?, : : 

3 HARTFORD, 4 POWER @ CONNECTICUT 
7 DEPT. 
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STIN ORGANS 


A LIST of cities and churches and or- 
gans will surprise the buyer into 
realization that Austin organs stand pre- 
eminent among the most discriminating 
purchasers. The famous large Austins 
are heralded throughout many sections 
in churches and concert halls. This is 
true of all parts of the country. Smaller 
instruments seem to have in generous 
proportion all the good qualities that 
distinguish the larger installments. 

The utmost eare is given to organs of 
whatever size and dimensions and as far 
as they extend in registration they show 
the like excellency. Even greater propor- 
tionate impression has been made at 
times with instruments of smaller scope. 


AUSTIN ORGAN CO. 


165 Woodland St. Hartford, Conn. 


TINDALE 
Music Filing Cabinet 


Needed by every Musician, 
Music Student, Library, 
School and Convent. 

Will keep your music orderly, 
protected from damage, and 
where you can instantly 

find it. 
list of 
most popular styles 


TINDALE CABINET CO. 
} 40-46 Lawrence St. 
Flushing, New York 


| Send for 


THEATRE ORGAN PLAYING 


Two three-manual and one two-manual 


Wurlitzer and Kimball theatre unit or- 
ans—one a new $25,000 Wurlitzer— 
or lessons and practice. Special courses 
for pianists changing to organ, Advanced 


pupils have the advantage of lessons be- 


fore the screen. 


constant demand at big salaries. 
Part scholarships available. 
Write for Catalog E 


VERMOND 


210 N.7TH. ST. 


Graduates are in 
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Your Organ 


The Deon 


is the result of 30 years experience and thoroughly en- 
dorsed by manufacturers of organs and all organists 
Thousands are giving satisfactory 
service in churches, theatres, schools and homes. 


Let us send you a pamphlet describing the Orgoblo 
Junior for small student and home organs, or if you 
are connected with church activities we will send full 
descriptive material on the larger sizes. 


THE SPENCER TURBINE CO. 


MAY 1929 Page 381 
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GUILMANT | 
ORGAN SCHOOL 
DR. WILLIAM C. CARL 


Director 


Students Aided in Securing Positions 


Free 
Scholarships 


Church, Recital, | 
Theatre Courses | 


New Prospectus Ready 


17 E. Eleventh Street New York 


SPARE TIME WORK 


Piano Tuning payseasily $2 to $4an hour. Requires 


about 90 minutes totune average piano. Pay 
ranges around $5 per tuning. Player work also 
brings big pay. No capital needed. We train you 
thoroughly at home at small cost. Two diplomas 
granted. Get our free book—‘‘Piano Tuning as 


a Business.”’ 
MACK INSTITUTE 
Pittsburgh, Pa, 


Crafton Station, ET-15 - 


Men or women earn $25 to $50 a week athome. Allor part 
time Fascinating work. Nothing to sell. We teach you at 
home. Furnish all tools and ma’ a. ARTCRAFT 
STUDIOS. Dept. D-3. 427 Diversey rkway, Chicago. 


Modern electric action church and con- 
cert organs for lessons and practice. 
Special courses for pianists changing to 
organ. Advanced pupils have many 
unusual advantages. Graduates are 
in constant demand. 
scholarships available. 
Write for Catalog E2 


Part 


KNAUSS SCHCOL OF ORGAN PLAYING 


ALLENTOWN PA. 
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he Organ in Literature 
By B. A. ELpon 


AN ORGANIST and organ-worshipper, we 
“recently set about the pleasant task of 
finding examples in literature which carry 
some mention of the King of Instruments ; 
and since the results of our search may be 
of interest to the readers of the Organ 
Department, we print herewith a few of 
the more striking quotations. 

The volume and grandeur of the organ 
are the qualities which writers emphasize 
especially. They miss, what any good or- 
ganist knows and feels, the warmth and 
chastity characteristic of organ tone. 

“Whence the sound 


Of instruments, that made melodious 
chime, 

Was heard, of harp and organ; and who 
mov’d 

Their stops and chords was seen; his 
volant touch 

Instinct through all proportions, low and 
high, 

Fled and pursued transverse the resonant 
fugue.” 

—Milton. 


Seated one day at the organ 
I was weary and ill at ease . 


—Adelaide Procter. 
(From The Lost Chord.) 


“Hist, but a word, fair and soft! 

Forth and be judged, Master Hugues! 

Answer the question I’ve put you so oft: 

What do you mean by your mountainous 
fugues? 

See, we're alone in the loft.” » 


—Browning. 


“Then rose the agitation, spreading 
through the infinite cathedral to its agony ; 
then was completed the passion of the 
mighty fugue. The golden tubes of the 
organ, which as yet had but sobbed and 
muttered at intervals—gleaming amongst 
clouds and surges of incense—threw up, as 
from fountains unfathomable, columns of 
heart-shattering music. Choir and anti- 
choir were filling fast with unknown 
voices . < 

—De Quincey. 


“Then the organist has to be a man of many parts, and he should be 
energetic in his secular activities. It is the greatest possible mistake to be 
always thinking in terms of sacred music, and his church work will gain 
accordingly if he can conduct with distinction a small society in the singing 


of a part-song or cantata. 


If there should be no opportunity of conducting, 


let him join a choral society as a humble singer, or, better still, learn to 
play a stringed (for preference) or other orchestral instrument. He can 
then take his part with other amateurs in public performances, and in cham- 


ber music a new world will unfold ttself before his eyes. 


Here he would 


also gain the most valuable experience in orchestration, and his work at 
the organ would be vastly improved in matters of clearness of detail, color, 


phrasing and other important points.” 


—Amprose C. Porter, Organist of Lichfield Cathedral. 


An Ideal Collection for Organists 


- Standard - 
fia Parnes 


eg 


| STANDARD ORGAN PIECES 


A collection of 114 standard classic, modern, sacred, 


operatic, characteristic and march compositions ar- 
ranged for pipe organ (3-staves) and highly endorsed 
for solo use by such authorities as T. Tertius Noble, 
Maurice Garabrant, John Priest, John Hammond, 


Percy Starnes and many others. 


Contains 448 pages, 


sheet music size, durably bound. Once on the organ 
desk, it will never be off it. 


Be sure to read this Complete List of Contents 


Beethoven 


Bach Gavotte in D 


Grand March (Aida). .Verdi 
March (Tannhauser),Wagner 
Hallelujah Chorus.. 


Air (Pur Dicesti) 

Andante (Orfeo) 

Andante .......Mendelssohn 
Andante ......7Tschaikowsky 
Andante Religioso 

Andantino 


Humoreske 


Festival March 
Funeral March 


Hungarian Dance 
Hymn to the Sun 


Idyl (Evening Rest)..Merkel 


Gounod 
Chopin 


Prelude in C Sharp Minor 
Rachmaninoff 
Prelude (Lohengrin) . Wagner 
Pres de la Mer ....Arensky 
Prize Song Wagner. 
Quartet (Rigoletto)....Verdi 

Rameaux, Les (The Palms) 
Faure 


..-Handel 
Dvorak 

... Brahms 

Reverie, Op. 9 

Romance 

Romance, Op. 26...Svendsen 


R. Korsakow 


Andantino 
Angels’ Serenade 
Angelus 

Anitra’s Dance 
Airagonaiselnc sc snare Massenet 
Ase’s Death 

Ave Maria 

Ave Maria 

Barcarolle Offenbach 
Berceuse (Jocelyn) ..Godard 
Bércense 3, sen nieces Schytte 
Bridal Chorus Wagner 
Cantilene Nuptiale ...Dubois 
Cavatina .. Raff 
Chants Russes dom tapapeiere Ls Le 
Cinquantaine ..Gabriel-Marie 
Consolation No. 5 ..... Liszt 
Consolation ....Mendelssohn 
Coronation March. Mevyerbeer 
Cradle Song 

Cradle Song Iljinsky 
Cygne, Le Saint-Saéns 
Dance of the Hours.Ponchielli 
Dead March (Saul)..Handel 
Dervish Chorus ...-Sebek 
Erotik, Op. 43, No. 5..Grieg 
Evening Prayer ....Reinecke 
Evening Star 
Fanfare, Op, 49 


Ascher 


Intermezzo .....-..J Mascagni 
Kol Nidrei Hebrew 
Largo (Symphony) ...Dvorak 
Largo (Xerxes) Handel 
Larme, Un (A Tear) 


Moussorgsky 
Lost Chord, The ...Sullivan 
Madfigal-te ies one Simonettt 
March (Tannhauser).Wagner 
Marche Celebre ....Lachner 
Marche Militaire ...Schubert 
Marche Nuptiale 
Melodie Op. 10 ...Massenet 
Melody in F Rubinstein 
Military Polonaise. ..Chopin 
Minuet in G Beethoven 
DIAHEE |» <<iciera- wre wound Mozart 
Miserere 
Moment Musical ...Schubert 
My Heart (Samson) 
Saint-Saéns 
Nocturne, Op. 9, No. 2.Chopin 
Norwegian Dance 
Orientale 
Pilgrim Chorus 
Playera, Op. 5 ....Granados 
Poeme Fibich 
Prayer Humperdinck 
Prayer (Octett) ...Schubert 


Romance Sans Paroles. Faure 

Russian Patrol ...Rubinstein 

Salut d’Amour 

Sarabande 

Scotch Poem 

Serenade 

Serenade 

Serenade 

Serenade 

Serenata 

Sextette (Lucia)...Donizetti 

Sheherazade ...R. Korsakow 

Simple Aveu 

Song Tschaikowsky 

Song of India..R. Korsakow 

Souvenir Drdla 

Spring Song ...Mendelssohn 

Torchlight March Clark 

Traumerei Schumann 

Triumphal Entry. .Halvorsen 

Unfinished Symphony 

Schubert 

Rheinberger 

Voix Celeste Batiste 

Volga Boatman Song. Russian 

Waltz in A, Op. 39..Brahms 

War March ....Mendelssohn 

Wedding March.Mendelssohn 


BOUND IN PAPER at $3.00—CLOTH BOUND at $5.00 
Send for free 56-page catalog of ‘‘Whole World’? Music Books 


D. APPLETON & COMPAN 


For Sale at All 
Music Stores 


35 W. 32nd St., 
New York City 


THE ETUDE 


ORGAN AND (HOIR QUESTIONS ANSWERED 
By Henry S. Fry 


FORMER PRESIDENT OF THE NATIONAL ASSOCIATION OF ORGANISTS, 
DEAN OF THE PENNSYLVANIA CHAPTER OF THE A. G. O. 


No question will be answered in THE ETUDE unless.accompanied by the full name 
and address of the inquirer. Only initials, or pseudonym given, will be published. 


Q. Some time ago I had an opportunity 
to purchase a used organ which had been re- 
built, electrified and fitted with a new three 
manual console. I am serding you the speci- 
fication to aid you in answering my ques- 
tions. Which sets of pipes should I extend 
to seventy-three notes? Which sets could 
use the same pipes for the upper octave? I 
wish to add five sets of orchestral pipes and 
a set of traps. What pipes and traps would 
you advise me to buy and what would be the 
reading of the specification of each manual? 
E want them to be fully unified. Is there a 
book on the subject of Modern Organ-Build- 
ing?—F. O. R. 


A. It is somewhat difficult to give you 
definite advice without an opportunity for 
discussion of the matter. We shall therefore 
make some general recommendations for 
your consideration. There are some deficien- 
cies in your specification which we shall en- 
deavor to correct. Since you specify No. 1 
is to be unified, that would produce for the 
Great Organ: Open Diapason, 16’; Second 
Open Diapason, 8’; Octave, 4’; Twelfth, 
274’; Fifteenth, 2’. 

As you already have an Octave 4’ in the 
Great Organ, we would suggest substituting 
a 4’ Flute in its place, which is one of the 
stops we find missing in your Great Organ 
list. For the next unified stop we would 
suggest a Stopped Flute: Bourdon, 16’; 
Stopped Flute, 8’; Flute d’Amor, 4’; Nasard 
Flute, 274’; Flautino, 2’. 

Since your specification already includes 
the Bourdon and Stopped Diapason, other 
stops might be substituted in their place— 
the Quintadena, for instance, which you in- 
clude in the Great Organ. Since you will 
also have a 4’ Flute included in this unit, 
the present Flute Harmonic 4’ might be used 
to supply the addition of that stop to the 
Great Organ, which we have already sug- 
gested. For your other Units we would sug- 
gest your choice of the following: 

Strings at 16’, 8’, 4’ and 2’ pitches, in- 
cluding Celestes. 

Oboe at 16’, 8’ and 4’ pitches. 

Dulciana at 16’, 8’, 4’, 234’, 2’ 
pitches. 

Vox Humana at 16’, 8’ and 4’ pitches. 

The Stopped Flute Unit might be extended 
to include 1%4’ pitch stop. 

For location of these Units we would sug- 
gest the Diapason Unit in the Great Organ, 
the Oboe and Stopped Flute Units in the 
Swell Organ,, the Vox Humana Unit in Swell 
and Choir organs, the Dulciana Unit in the 
Choir Organ, and the String Unit, a Float- 
ing department, appearing on all manuals. 
Selected stops from these. Units might also 
be used to advantage in the Pedal organ. A 
Cornopean stop should be added to the Swell 
organ. If a Brass Unit could be added to 
the instrument it would be an advantage. If 
not, the present Trumpet ‘might be replaced 
with a Tuba which should be duplexed on 
the Choir orgar where it could be used in 
place of a fourth manual or Solo Organ. 

A work titled ‘“‘The Modern Organ” by 
Ernest Skinner may be obtained through the 
publishers of Tar Hrupn. 


and 1’ 


Q. I am enclosing the specifications sug- 
gested for a small organ in a home and 
would appreciate your opinion on the scheme. 
Please explain about “Manuals, compass CC 
to C, and Pedals CCC to F.—M. W. 


A. We are not very favorably impressed 
with the specification you enclosed, it being 
very limited in variety of tone color. If you 
select the Duleciana for the Accompaniment 
manual, you will have no stop of real String 
color, and if you select Violin you will have 
a practical accompanying stop in the Accom- 
paniment manual. The specification indi- 
cates that the Great manual is to be the 
Solo organ, but it is very inadequate for the 
purpose. ‘‘Manual compass CC to C” is not 
correct, as it would indicate a compass for 
the manuals, such as is shown in ‘‘A” 

Ex.1 eve 
Sa B = 


=S 
while the compass of the manuals is usually 
as shown in “B” and should be indicated 
“CC to C4.” As the Pedal organ is usually 
based on tones an octave lower than the 
manuals, CCC to F indicates that the Pedal 
compass 18; 
Ex. 2 


8 lower 
Many pedal boards now have a compass of 
thirty-two notes. 


Q. What chance for success would the 
organ industry offer a young man of 28, 
having theoretical knowledge of organ-build- 
ing (gained through books and some ewperi- 
mental pipe-making at home)? Other quali- 
fications are a critical ear, fair to good knowl- 
edge of harmony, acoustics, piano and organ 
playing (self-taught), theory and practice of 


piano tuning and enough mechanical and 
electrical ability to construct radio sets. 


~ Would these qualifications coupled with a 


deep interest in organ construction and a 
willingness to learn it from the ground up 
mean anything, or are organ factories look- 
ing only for engineers or college students? 

What salary can @ good voicer command? 
Organ electrician? Tuner and mgintenance 
man ? 

I have_read that it takes three years of 
hard work toe become a tuner (would this be 
true of one who is able to tune a piano?) 
and a life time to learn pipe-making in its 
various forms. A voicer for a large com- 
pany told me that it requires five or six years 
to learn reed voicing, that there were only 
about 175 wvoicers in the country, that many 
of the older voicers are unwilling to teach 
their trade to the younger ones who must 
learn by observation. = 

Is organ work necessarily healthful or 
otherwise? (I refer to working in cold 
churches and being in the dust).—R. W. S. 


A. We are informed that there is a good 
demand for, men that know the business 
from the ground up and that they can com- 
mand good salaries. The .proper way is to 
get practical experience with some first-class 
builder at a small salary. <A really good 
voicer can probably end a salary of 
about five thousand dollars a year, which 
would be considered an exceedingly good sal- 
ary. Tuners and maintenance men receive 
about three thousand dollars a year. Main- 
tenance men would have to understand the 
electric work as well, so far as it applies to 
the instrument itself. One year would 
probably be required to learn tuning (under 
circumstances you name) and probably two 
to three years the proper handling of pipes. 
Reed voicing would probably also. require 
about two years’ preparation. The unwil- 
lingness of old voicers to teach the younger 
ones probably does not exist to so great an 
extent now as formerly. This condition ex- 
isted because most of the older voices learned 
their work through patient experiment. Mod- 
ern voicers do it scientifically and do not 
make a secret of it. 


Q. At fifteen years of age and with five 
years’ piano study to my credit, I am think- 
ing of taking a course in theater-organ play- 
ing. Do you advise me to give up a college 
education (after two more years at high 
school) and devote my time to this course? 
I have heard that there will be a small de- 
mand for theater organists in the future, 
due to the possibility of the Vitaphone or 
“Talking Movies” taking the place of _or- 
chestras. Is this likely to be true? Will 
you please advise me of @ good organ school 
in my neighborhood?—uL., A. I. 


A. On account of the possibility you men- 
tion, as to Vitaphones and so forth, it is 
difficult to predict the future of the theater 
organist. But, since you have two years 
more in high school before you will be taking 
un the work, why not defer the decision until 
that time when the trend may be more defi- 
nitely decided. If at that time you decide 
on the theater organ career we would sug- 
gest the college course at the same time. 

For organ schools in your vicinity we — 
suggest: Detroit Conger, of Music, 5035 
Woodward Avenue, Detroit, Michigan, and De- 
troit Institute of Musical Art, 52 Putnam Ave- 
nue, Detroit, Michigan. ; 


Q. I have played the pipe organ in a coun- 
try church for a number of years without 
experiencing any difficulty in having it tuned 
and repaired. Recently, the organ being 
badly out of tune, the Church Council in- 
stead of getting an experienced man from 
the organ factory decided that an ordinary 
piano tuner could do it just as well and save 
them some money. He seemed to make it 
worse than it was before, and there are sev- 
eral pipes that play nearly all the time. 
Would an organ that is pumped by hand and 
in good tune have to be tuned again when 
an electric blower is installed?—L. B. 

It is very poor policy to entrust the 
care of an organ to a person not thoroughly 
familiar with the work, and, since the re- 
sult in your case has been very unsatisfac- 
tory, the organ should be gone over thor- 
oughly by an experienced organ man. You 
should not be expected to play it in its 
present condition longer than the time re- 
quired to secure proper attention. If an 
organ is in good tune, we see no reason why 
the installation of an electric blower should 
cause any necessity for tuning. ; 


Q. Iam enclosing the specifications of the 
old two manual organ which I am playing. 
Will you kindly answer the following ques- 
tions for me? é 

(1) Lacking a soft Diapason, is the 
Metodia 8’ a good substitute? 

(2) Do Melodia and Stopped Diapason 
sound alike? ; 

(3) Having only Pedal Bourdon 16’ I find 
it too heavy for soft passages, and without it 
there is no depth of tone. I use the pedal 
couplers, but they do not seem to satisfy. 
What is the solution? 

(Continued on page 387) : 
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helpful to a player on any wind instru- 
ment. Often he will have to play when 
he is not feeling right, when his stomach 
is a little “off” or when, perhaps, the ner- 
vous strain of playing a solo passage is 
such that his throat gets dry and he is 
likely to miss the important part he is so 
anxious to play properly. In such a case 
should be provided with bicarbonate 
soda in tablet form and take a tablet 
before he begins to play. The chances 
that he will come through one hundred 
per cent. perfect. 

_ This is a harmless dose, being nothing 
else than plain baking soda in tablet form. 


_ scribe when one is taking a cold. The ex- 
planation of the effect is this: the soda 


_ and relieves the dry condition. It is pos- 
sible to secure five-gram tablets slightly 


BANDS AND ORCHESTRAS 
(Continued from page 355) 


flavored with mint and put up in a small 
bottle. 

The French horn was first introduced 
into the Quincy High School Band in 1920. 
Since that time we have always had one 


or more, filling out the section with mel-. 
Some of the players did well’ 


ophones. 
because they had good native ability and 
were aggressive. 
well because they were not so musical 
and because, in general, I assumed that 
the horn should be played like all other 
cup mouthpiece instruments. In 1926 we 
acquired a full complement of French 
horns and the melophone was entirely ban- 
ished from the band. When properly 
played, the rich, veiled, mystical quality of 
the horn tone cannot be approximated by 
any other instrument. It is so important 
that I am confident that, within the next 
few years, it will become a part of every 
worthwhile band in the country. 


Knuckles, the Uital Hinge 


Re By LEoNoRA SILL ASHTON 


~ THE KNUCKLES are the bridge, the 
_ passageway, to accuracy, touch and qual- 
ity of tone in piano playing. No part of 
_ the anatomy may be trained more easily 
_ by the movements of everyday life, such 
as closing the fingers over an object and 
_ clasping it tightly and making an outward 
movement of the fingers, as if reaching 
for something. This not only increases 
_ digital agility but stretches and strengthens 
_ the webs between the fingers. Above all 
it vivifies the knuckles. 
One small part of the brain should be 
_ linked to the anatomy of the hands. When 
one picks up a book from the table it 
% should be allowed to lie in the hand for 
an instant. The wrist being loose and 
all muscles relaxed, one may feel its 
weight braced upon the hinge of the 
\ knuckles. 
In bearing down upon anything one 
should feel the mighty resistance that 
comes upon that weight and in all ex- 


bs 


at the side. Be sure that each motion is 
made quietly and under perfect control. 
Exercises on a table-top, as you sug- 
gest, ought to help matters, since they are 
i free from the excitement of tone produc- 

tion. Let her thus drum out the rhythms 
of each new composition, counting aloud. 
Having thus fixed the rhythms in mind 
she should be prepared to apply them to 
the keyboard. 

‘I should give her plenty of technical 
drill and supplement this by music that is 
_ without confusing complications. In the 
sixth grade she should be prepared for 
Czerny, Op. 299 and the Cramer studies. 
For pieces, try Haydn’s Gipsy Rondo, 
_ Beethoven’s Bagatelle in E Flat, Paradies’ 
Toccata in A major, and some of Chopin’s 
Waltzes. 


_— Octaves and Chords 


1. In teaching legato octaves is 
it correct to use the thumb and fifth 
finger for the white keys and the 


= 


thumb and fourth finger for the 
black ones? 
4 2. Am I right in allowing the 


wrist to rise and fall gently on each 
octave in the diatonic scales? 

. 8. In chromatie legato octaves 
starting from C, should the hand 
sink at (, rise on C#, sink on D, 
rise on Dé, and so forth? 

4. Should I teach hand staccato 
staceato chords +—D. L. 


As a general rule, yes. In slow 
ctaves it is sometimes advisable 


_ When you write to our advertisers 


amples of picking up or holding objects 
one will find that rigidity and stiffness are 
bars and hindrances, while flexibility com- 
bined with strength is a useful, speedy serv- 
ant. 

Another excellent exercise is to clench 
the hands quickly and tightly into a closed 
fist, and unclench them just as quickly. 
Thus in an instant two attributes neces- 
sary to playing the piano, tenseness and 
relaxation, are combined in such a man- 
ner as to unconsciously blend. Then, 
when one actually comes to the piano, the 
knuckle hinge will be well oiled and in 
good working order. 

Resting the tips of the fingers on the 
keys or on the surface of the table, with 
the full weight of the relaxed arm con- 
centrated on these members, causes one to 
realize the responsibility which rests upon 
the knuckles, the hinge by means of which 
the door of musical performance is opened 
to the player. 


Bt. TEACHERS RouNpD TABLE 
(Continued from page 357) 


to interchange the fourth and fifth finger 
on a single key or to use the fingering 
3/1, as in the following illustration: 


(2) This depends on whether the scales 
are played slowly or quickly. In playing 
slowly with the hand touch, the wrist tends 
to jump up slightly with each stroke; but in 
playing rapidly the hand is thrown from 
the wrist. 

(Gs Yes. 

(4) Yes, in the sense that the hand is 
thrown into the key from the wrist with 
each chord and the weight is released as 
the tone sounds, so that the fingers im- 
mediately rise to the top of the keys. As 
with octaves, the hand does not leave the 
keys to any extent in a slow succession of 
chords; but when the chords are played 
more rapidly, it is thrown more or less 
from the wrist. 
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HE YOUNG 
starts ensemble playing, often finds 


violinist, when he 

himself confronted with a score 
that has little or no fingewing marked; then 
the question of position arises. The best 
training in choice of fingering is the study 
of a well-edited copy of the Kreutzer 
Etudes with the fingerings marked and 
explanatory foot-notes.: In this article we 
shall study a few common examples with 
which we are likely to meet in orchestral 
work. 

The much neglected second position is 
absolutely indispensable in many instances. 
Let us try to play the following without 
the use of this position: 


No.1 


ics 3 Oe 


True, we can play it as follows in the first 
position by stretching the fourth finger 
beyond the position for the first note: 


NoMa nw ee 
ear eae 


This requires a Jong stretch and much 
. Dus 

really hard practice. A good geteral rule 

for all positions is: ase the castest furger- 


mg providing this gives a neat effect. By 
playing the following in the two ways 
marked 
No.3 
Allegro 
(2d Position) 
sles 


ate fe Se 
ao 


mStar - 
3 be L 


(Ast Position) ‘. 


we see how much smoother the effect is 
when the second position is used, with, of 
course, correct intonation, 

Tt is a good plan for the violinist who has 
neglected the study of the second position 
to play as much as possible in it, ‘even 
when the first is more advisable. We all 
play more or Jess fluently in the first post- 
tion, and there is absolutely no reason why 
the other positions should not be as natur- 
ally easy. We need only spend as much 
time in their practice as we did in the first. 
Moreover, the second position is absolutely 
essential for the execution of certain 
passages in double stops (especially oc- 
taves) and artificial harmonics. 

The third position is the favorite of the 
young violinist. It is easy to reach, and 
correct intonation is not difficult to acquire. 

A common mistake in the higher posi- 
tions is to keep dropping to the first and 
returning. The study of the positions, to 
a great number of violinists, is confined 
to the E string. This results in a con- 


tinuous sliding up and down, which, in a 
quick tempo, gives a most disastrous effect. 
To illustrate this, let us play the follow- 
ing: 


No.4 
(All in 6th Position) 


iy ae te eo 
(All on E string.) 
in the two ways marked and note how 
much easier it is when the left hand re- 
mains in position. 

It is when we come to the playing of 
passages demanding the rapid change from 
one high position to another that we ex- 
perience the greatest difficulty. Next to 
the third position the violinist finds the 
fifth and the seventh the easiest and, al- 
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Which Position Shall I Use? 


By JAMES A. HARRISON 


though he will meet passages that demand 
a lengthy stay in the even numbered posi- 
tions, he can play a considerable amount 
of the music he will meet in the odd 
numbered ones, with occasional jumps or 
stretches into the fourth, sixth or higher 
positions. 

This does not mean that he can neglect 
the even numbered positions. Indeed, be- 
ing more difficult, they should receive even 
more practice so that the violinist may he 
prepared when he meets a passage which 
cannot be played in an odd numbered 
position. ‘ 

A good general rule (within limits) is to 
stay in one position as long as possible in 
a quick tempo (see Ex. 4). 

In the following : 


The high 


sixth position. 


reach the 
A is easy to reach from this position, and 
the Tatter half of the passage is made much 
easier in consequence. 

With practice it is possible to stretch 
into the fifth position without leaving the 
third: 


we 


Ex.6 2 


ag ae ee 


The nearer the bridge we go, the less is 
the distance between intervals: 


In the foregoing it would be foolish as 
well as difficult to jump into the seventh 
position in the first measure when we can 
reach the high A from the fifth. In the 
second measure the easiest way is to drop 
back to the third position instead of the 
first, as we have to climb hack into the 
third. The last note is played pizzicato 
with the ‘left hand (much more easily 
executed than pizzicato with the right.) 

In rapidly ascending and descending 


passages the fewer shifts we make the 


better will be our execution, 
Ex.8 


2 

1 
3 

ates 


0 ! 


Al a) rt 
De ht — 
ey ae 


In the above we have only two shifts 
ascending and two descending. 

It is of great advantage to arrange the 
fingering so that the changes of position 
do not take place in too close succession, 
especially in quick tempo. In rapid playing 
one change of position immediately fol- 
lowed by others is liable to end in disaster. 
Do not wait until the E string is reached 
before leaving the first position. If it is 
at all possible try to arrange the change 
of position while an open string is being 
played. The following example will illus- 
trate these points: 


At A the third position on the D string 
is arrived at; at B the sixth position on 


the A. This makes the rest of the ascent 
easy. Coming down there is a drop. to 
the third position on the A string; at C and 
at Da return is made to the first position, 
while the open string is being played. 

In arranging to change position while 
the open string is being played, we may 
jump around from one string to another 
and back again, as follows: 


Ex.10 


At A we jump back on to the A string 
into the fourth position where we stay 
until we reach B and drop back to the 
first. At C we jump to the fifth position 
from which we can reach the high G 
with an easy stretch. We drop back to 
the first position while the open E string 
is being played. The ascent in both meas- 
ures of the preceding example calls for 
two long shifts for the left hand, especially 
in the second measure, but the young 
violinist must early grow accustomed to 
distant skips. 


How to Keep the Bow Straight 


By Marcaret BARNES 


How pors one keep the bow going, in 
a straight path across the strings? 

First, by watching the bow stroke. One 
stands before the mirror and makes long 
sweeps with the bow, watching ‘every min- 
ute to see that, during the passage from 
point to nut, it is constantly at right angles 
to the strings. : 

Second, by feeling one’s self into correct 
position. Having acquired a correct posi- 
tion through mirror practice, one gets the 
“feel” of a straight bow stroke and tries 


it out many times away from the mirror. 

Third, by listening to the tone. If it 
is husky and weak, the bow is placed 
wrongly on the strings. If it is limpid 
and strong, the bow is placed rightly on the 
strings. One experiments until the tone 
is beautiful. Then one keeps it so. 

The watching process may be discarded 
in time. The fecling process may become 
sub-conscious. But the listening process 
must be ever uppermost in the violinist’s 
mind. 
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Fiddle or Violin 


By JAMEs FENTON 


How many musicians, if asked the ques- 
tion, “What is a fiddle?” would say, “Oh, 
just another name for a cheap violin!” 
This may be true, but how many would 


think of calling their instrument a fiddle. 


and themselves fiddlers? Not many, as 
these two words seem to suggest a cheap 
instrument and a player of doubtful ability. 
But, if we come to analyze the words fid- 
dle and wiolin, we find that they are very 
closely related. 


The English word viol and the Italian” 


viola are derived. from the Old German 
High fidula and the Jate Latin witula, from 
which also the English fiddle comes. Its 
stem suggests the idea of merrymaking. 
The German geige (like its English rela- 
tive jig) probably has reference to the up- 
and-down motion of the bow. 

The term violino is the diminutive of 
viola, The corresponding augmentative is 


violone (a big viol) and from this comes 


violoncello (a small, big viol). The posi- 
tion of holding is indicated by the terms 
viola da braccio (arm-viol) whence also 
comes the German name bralsche for the 
tenor-violin. There was besides viola da 
gamba (leg-viol), the predecessor of the 
violoncello, and viola da spallo (shoulder- 
viol) which was larger than the viola da 
braccio, Until even the seventeenth cen- 
tury, viols were commonly held upright 
in front of the-body. The term viola is 
now used specifically for the tenor-violin. 
One who plays this instrument is a violist 
while one who plays the violin or the 
violoncello is a violinist or a violoncellist 
But the longer words are commonly abbre- 
viated to ’ccello and ’cellist, just as a player 
on the viola da gamba was often called a 
gambist. 


©he Portamento 
By CHARLES FINGERMAN 


THE portamento, if properly executed, 
is without doubt one of the most beauti- 
ful details in violin playing. 

But—and here’s the rub (as Shakespeare 
would say)—some of the greatest violin- 
ists, in making the artistic slide, fall into 
the ditch of dubious intonation. To gain 
a good portamento the player should be 
fairly familiar with musical 
that is, he should practice the portamento 
in segments. Each note should be played 
separately so that the pitch is just right 
and the tone sttave, clear and sweet. 

Then he should strive for an effortless 
slide from.one tone into the other. At 
first the result, to speak the truth, will 
not be totally satisfactory. But the porta- 
mento is a test of patience as well as of 
pitch, and, once acquired, is a most at- 


tractive item of the paraphernalia of tech- 


nic. 


“The basis of all technique is the a‘tain- 
ment of a satisfactory mental grasp of ils 


esscntials....... The technique of an art 


is not the art itself. Technique ts not music, 
or even the beginning of music; it is 
merely the means of expressicn, though it 
is often confounded with the expression 
itself.” FRANK THISTLETON, Y 


anatomy, ~ 


i 
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ESIDES the violin and bow what 
does the average violinist carry in 
his violin case? Does he plan to 
ave certain articles always there and 
dy for regular use or in emergency? 
does he leave the matter to chance and 
e to borrow or go without? 

It will be worth while for every violin- 
to take an inventory of his violin case 
t as it now is and then compare his list 
h the following: extra strings, tweezers, 
1, cloth or bag to cover violin, clean- 
‘cloth, mute, chin rest key. 

urely this is not a long or difficult list 
supplies. It does not include all need- 
violin accessories, only such of them 
the violinist should always have on 
d whenever and wherever he plays, 
id which, therefore, should be kept in 
he violin case. Yet how many amateur 
linists carry all of these simple articles 
in their violin cases? 

To the long list of fools who do pro- 
yerbially foolish things should he added 
the case of the foolish fiddler who trusts 
to luck that his strings will not break and 
so doesn’t bother to carry extra ones with 
him. All four kinds of strings should be 
ried. And, to be perfectly safe, a few 
used but unbroken strings should be kept 
-on hand. 

_ Whenever strings have to be changed 
quickly, tweezers are a great aid, since 
they are much better suited to the size of 
ihe peg-box than are the fingers. There 
is nothing that a violinist might buy that 
would have a better effect on his disposi- 
tion than this small instrument. 

Almost everyone carries rosin, but not 
everyone carries it properly. Unless it is 
kept wrapped in chamois or enclosed in a 
small box, it will become soiled, and, by 
crumbling and breaking in pieces, will not 
‘only waste itself but clutter up the whole 


Rupy’s older brother, age twelve, had 
een taking violin lessons about six months 
before his mother asked the teacher how 
‘old a boy should be before starting to 
study the violin. He told her that, except 
! in unusual cases, seven or eight years was 
early enough. 

“Well,” she said, “I would like to start 
Rudy, but I suppose he is too young. He 
just five.” So there the matter lay for 
time. 

Mitowever, it was not three months later 
1en she asked his teacher if he would not 
- him. “He watches every move that 
Burton makes while practicing. The violin 
just fascinates him.” 

Dubiously the instructor agreed, al- 
mugh he doubted if the little fellow 
vould stand still long enough to be told 


At his first lessons the teacher sat on a 
ool to have his head even with his 
ipil’s. The child was using a_three- 
ter size violin, and his left arm was 


it was useless to say anything about 

he left wrist. From the first he held 
bow properly. 

quickly memorized the names of the 

strings (his blocks had taught him 


> letters of the alphabet). But how 
a * to learn to read notes, and, with 


What Is in Your Violin @ase? 


By Ropert C. FRANCIS 


Soft Silk Wrapper 


O PREVENT all danger of scratches 

as well as excessive moisture the vio- 
lin itself should be kept wrapped in a soft, 
silky cloth, or, better still, in a loose bag 
of such material. After being used it 
should be dusted off with another cloth 
kept for that purpose. If the strings have 
become caked with rosin they should be 
dusted off lightly. 

A good mute of ebony or bone is so in- 
expensive that there is no reason why 
everyone should not own the best. It 
will not wear out, and, if it is kept in its 
proper place in the violin case, it will not 
be lost. 

The last and smallest article on the list 
is the chin rest key. Granted, it is seldom 
needed. But when it is needed, it is gen- 
erally needed with a vengeance. Chin 
rests sometimes get loose or come off, 
sometimes have to be taken off. If the 
violinist is away from home the chances 
are that he cannot find anything at the 
moment that will fit the little holes in the 
chin rest well enough to enable it to be 
screwed on tightly. Lest it be lost the 
violinist should attach it to a wooden or 
cardboard tag and keep it in the little box 
in his violin case. 

If a shoulder pad is made use of, that, 
too, of course, must be kept in the case. 
Another useful article is a tuning fork 
which is much more accurate and durable 
than a pitch pipe. 

Now let us go back to the violinist’s 
actual inventory. Perhaps it included items 
not mentioned on the above list. What 
were they? Sheet music? Car tickets? 
Money? Nail file? Odds and ends of 
many sorts? Yes, they are all useful—in 
their place. But their place is not in the 
case of a violin. 


Geaching a Five-Year’ Old the Violin 


By C. A. SCHEINERT 


no knowledge of arithmetic, give values 
to them? 

When he learned the names of the notes 
on one string, he forgot the names of 
those on the other strings. This was 
overcome by the teacher taking one string 
at a time, writing the notes and having 
them repeated as he wrote them. lf the 
child made a mistake, the teacher would 
leave that note, go to another and then 
return to the previous one. Within a week 
he knew all his notes, the fingers each 
called for on each string, and could read 
and play them correctly. Position, strings, 
fingering, notes, bowing straight—mastery 
of these took four lessons. 


Next came the question of time. “This 
is an eighth note, this a quarter.” How 


could the teacher make any such statement 
understandingly to him when he was not 
yet in school? But by explaining that an 
eighth note is played twice as fast as a 
quarter note and a quarter note twice as 
fast as a half note, he was taught to play 
in time. 

After two months of study with a lesson 
a week, Rudy played for his father Silent 
Night, Holy Night, in tune, correctly, and 
in good time. Now, after little more than 
three months’ lessons, Rudy plays little 
Sunday School pieces well and intelligently. 
Tlis mother and father sometimes say he 
can outplay his older brother. It has been 
work, but almost all of it enjoyable. 


“Interpretation is an instinct, and a good interpretation is an intellectual 
Jf a one’s feelings when rendering a composition and should be wholly 


MAY 1929 Page 385 


A Splendid Opera Book for Violin 


eager 


OPERATIC VIOLIN PIECES 


THE WHOLE WORLD PLAYS 


= tae Poses Toran DAE HP 


ANAT ICAI Cee aerate ak sc ahd Weyerbeer 
Aida” OS Pe oceans Verdi 
Bartered Bridemmes eu. ne meio Smetana 
Bohenatam Gini ited docu a an ae Balfe 
Boris Godounoff ..-...... VW oussorgsky 
Carmen ee eee nie, Suen. otek Bizet 
Casse-Noisette .......... Tschaikowsky 


Shs weer [-lwanow 
is Se ata Mascagm 


Caucasian Sketches 
Cavalleria Rusticana 


Cid +e! 3 NAGS eee a one) Massenet 
Coppelia tena. wean ae Delibes 
Coad Opes Rimsky-K orsakow 
Damnation of Batish: ssa ins Berlioz 
Helaiy: » (Acces wie ster crates eee oe Halevy 
Royiptian aBaletie aa eee Luigini 
LEH bb-chegyened Conus oes Sag Al comers Donizetti 
Eugene Onegin ........ Tschaikowsky 
agi: be. ccs, Re eee ee Seto se Gounod 
Perta, \C Suite Meron eee eee os alerts Lacome 
Forza dele Destino sates. sae Verdi 
Giotond anh. asain ee: Bee Ponchielli 
Hansel.and Gretel’... 7-8. Humperdinck 
Kamirhild ae een ieee tec Kistler 
obengarine 2 ae een amemees oe Wagner 
areleys 'c..,\ eee Ae ae aed Catalini 
Lucia di Lammermoor ....... Donizetti 


OPERATIC VIOLIN PIECES 


“Operatic Violin Pieces” 
musical excerpts from forty-five of the world’s 
greatest operas by classic and modern composers. 
Care has been taken to cover all fields of grand 
opera, so that the volume really becomes an epi- 
tome of the finest music which has been written 
in this form. The price includes separate parts for 
{the violin player 


contains selections or 


and the piano accompanist. 


COMPLETE CONTENTS 


MEST OT Maat Nottie: 2h eee Massenet 
Miaritanicaeae We kc). ieee once Wallace 
IVES EN a eM a eects, alee ane Flotow 
Mieistersiti@Grie 27a, ence nies Wagner 
VTE NOTI ah. a cen ee ene Thomas 
Millions d’Arléquin. .........5.< Drigo 
INTL pen eee ER, a Cee tree Delhibes 
Orpheus. Ae ce firs). ees eh oe Gliick 
PARACEID cece eine och Leoncavallo 
Poe. and, Peasarithe we wen. ive Suppé 


EPInGe Leora Peat tlt cadets Borodin 


Brophétemarea aaa aee 4 Veyerbeer 
Raviniondd sen tess Glazanouw 
Rigolettts ese eect ten th Verdi 
ROURSE MEISE! tases See. Delibes 
Sadho We. oh ceed Rimsky-Korsakow 
Samson and Delilah ........ Saint-Saéus 
Sheherazade ....... Rimsky-Korsakow 


Sleeping Beauty 


ts Tes Tschaikowsky 
Snow- Maiden 


istereke Rimsky-K orsakow 


Vales of, Hotimantt. os .. 98.3 Offenbach 
Dantihnanserins.n 2... cee. Wagner 
Aravinta wee. 2 cree oe Verdi 
‘Tirovatores: as ae. ant aaah feos Verdi 
Trumpeter of Sakkingen ...... Nessli 

Walliann Welle. sasscumee scat Rossini 
LADS Capes oo Sees hc tate Roe Halezy 


PRICE, $2.00—For Sale at all Music Shops 


Senp For Frere Caratocur or “WxHoite Wor” 


.. perfect 


in every, respect 


Pietro Aria (Concert Violinist 
New York City) 


“T HAVE tried the strings you were 
so kind as to send| me, and I take 
pleasure to inform you that I have 
found them perfect in every respect.” 

Armour’s new violin strings, 
“The Concert Master,” pronounced 
by experts the finest violin strings 
in the world, have a beautiful tone, 
and register perfectly in fifths. 
Your dealer has “The Concert 
Master.” Try a set on your violin. 
It will be a rich musical experience. 
Armour and Company, Chicago, Il. 


the 


oncert 


OOO OOO OOO 


caster 


WHAT SHALL I GIVE MY PUPIL? 


Viottxn Books 


D. APPLETON & COMPANY, 35 W. 32nd Street, New York City 


THE NEW 


“Lewis’’ Catalog 
JUST OUT! 


Most complete exclusive line of 
Violins, Violas 
Cellos, Basses 


wich all strings and acces- 
sories for the Professional 
Player and Teacher. Many 
new numbers and grades added to our large 
complete line. Special proposition to 
School Supervisors and Violin and Cello 
Teachers. Send for your copy today, free. 
Enclose professional card. 


etre 


WM. K. LEWIS & SON, Desk 36 
207 S. Wabash Ave., Chicago, Ill. 


Please send me free of charge your 
“Lewis” Catalog 


New 
Name 


Address 


AUGUST GEMUNDER x SONS 
Hiiay Violins, Old and New 
For All Kinds of Players 


Our Catalogues are Free and will safely 
Guide you 
119 W. 42nd St., Dept. E., New York 
A Violin House Established 1846 


VIOLINS 


Deep, Mellow, Soulful 
We are makers of high-grade violins, 
instruments of the finest tonal quality, 
appreciated by the greatest artists. Kasy 
terns. if desired. Get details today 

GUSTAY V. HENNING 
302 University Bldg., Seattle, Wash. 


THE WORLD-FAMOUS 
McKINLEY EDITION 


An Amazing Assortment of Standard Teaching Music at 20 CENTS a COPY 


Over 1200 


umbers. All Plainly Graded, Edited, Analyzed and Up- 
Trial Order will convince you that this is 


to-date 
the Most Reliable Edition Ever Published 


A few of our Leading Numbers — Ask Your Dealer for Complete Catalog 


Liebestraum, No. 3 (Liszt) 
Rate New World Symphony (Dvorak) 
of B goo (Sinding) 
aninoff) 
Vales ps (Rubinstein) 
Londonderry Air (Transcription) 
Waltz of the Flowers (Tschaikowsky) 


McKINLEY MUSIC COMPANY, 


Publishers of the well-known books: 


1501-1515 East 55th St., 


PLEASANT HOURS PIANO INSTRUCTOR and WORLD-FAMOUS 
GRADED SELECTIONS FOR PIANO 


Grande Polka de Concert (Bartlett) 
Second Hungarian Rhapsod: ti Liszt) 
River. Negro Spiritual Trans.) 
in’s Return (Fisher 
Andantino (In the Ca 


Eonn ot the Volga Boatmen 
in Vienna. Viennese Fol 


p Lemeaed 
ion (Trans. by Kern) 


CHICAGO. ILL. 


MAY 1929 


COMBS 
CONSERVATORY 


GILBERT RAYNOLDS Comes, Founder and Director 
FORTY-FOURTH YEAR PHILADELPHIA 
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Institutional Member of National Association of Schools of Music 


A School for the Beginner, Ambitious Amateur, 
and the Professional 


No Entrance Requirements except for Certificate, 
Diploma or Degree Courses 


SUMMER SCHOOL 
July 1st to August 10th 


Regular Faculty of 95 Eminent Instructors 
and 


OspouRNE McConatuy, 
Director Public School Music 
Department 


Distinguished Specialists in 
Public School Music 


Courses are approved and accredited by Pennsylvania and 
other State Boards of Education, and include all subjects:required 
of Supervisors in grades, junior and senior high schools, normal 
schools, and colleges and lead to degrees of Bachelor of Music 
Education. 


Orchestra and Band Conducting 
Brass and Wood wind Instrumentation 


Applied Music 


In addition to the various classes, private instruction is 
offered in all branches. 


DORMITORIES 


Write for special Summer School Circular 


ADMINISTRATION 
1331 S. Broad Street, 


BUILDING 
Philadelphia, Pa. 


School of Music 
Philadelphia Polytechnic Institute 


of The Y. M. C. A. of Philadelphia 
Nineteenth Season 


DIPLOMA COURSES—Piano, Organ, Voice, Violin. 
THEORY. Also courses in Conducting, Teach- 
er’s Training, Appreciation of Music, Band and 
Orchestral Instruments. 

PHILA.’S FINEST THEATRE ORGAN SCHOOL 
Direction pviey Cahan, featured organist, Stan- 
ley Company of America. Three organs including 
a new Kimball Unit Organ and a modern projec- 
tion machine and screen. 

OPEN TO STUDENTS OF BOTH SEXES 
Send for Catalog E. 

BENJAMIN L. KNEEDLER, Director 
1421 Arch Street, Phila., Pa. 


DROOQROSVQIODD 


SPECIAL TRAINING 
FOR TEACHERS 


School of Music 


1521 LOCUST ST PHILADELPHIA, PA. 


» Thaddeus Rich, Mus.Doc., Dean. 
E. F. Ulrich, Associate Dean 
HIGHEST STANDARDS of MUSICAL INSTRUCTION 


Teachers’ Certificates, Diplomas, Degrees 
cane asennad cmemeaniaaeneatae ee cae 


NO HIGH SCHOOL EDUCATION REQUIRED 
EXCEPT FOR ‘tHE COLLEGE COURSE OF MUSIC 
ALL BRANCHES OF MUSIC—From the Children’s Depart- 

ment to the Highest Grades—Private Lessons, 

Any Instrument orVoice may be taken without Other Branches. 
—DISTINGUISHED FACULTY— 
SUPERIOR PIANO, VIOLIN AND VOICE DEPARTMENT. 
TRAINING FOR OPERA 
Orchestral Instruments taught principally by members of 

the Philadelphia Orchestra. 
STUDENT RECITALS—OPPORTUNITY FOR ORCHESTRAL 
PRACTICE. 

CLASSES IN HARMONY AND HISTORY OF MUSIC. 
PUPILS MAY ENTER AT ANY 
TIME DURING THE YEAR 
Student Dormitories. Branch Schools. Write for Catalog 


ZECKWER-HAHN 
Philadelphia Musical Academy 


59 years of continued success in training musicians 
Highest Standards of Musical Instruction 
For year book, address 


Frederick Hahn, President-Director 
1617 Spruce Street 


Six Weeks Summer Term 
June 24th to August 3rd 


Pittsburgh Musical 
Institute, Inc. 


131-133 Bellefield Ave. 
Pittsburgh 


Each month THE ETUDE presents a wealth of outstanding opportunities for those desiring 


to continue their musical training. Other announcements of this nature are to be found on 
pages 340, 387, 388, 389, 390, 391, 393, 394, 395, 396 and 405 of this issue. 


When you write ta our advertisers always mention THE ETUDE. 


EMPLE UNIVERSITY 


‘UIOLIN QUESTIONS ANSWERED 


By RoBEert BraINE 


No question will be answered in THE ETUDE unless accompanied by the full name 
and address of the inquirer. Only initials, or pseudonym given, will be published. 


Field for Women, 

R. K.—Without hearing you play, so that 
I can judge of your talent and your stage 
of advancement, I cannot say what you might 
be able to accomplish, in a professional way, 
in orchestral work. The fact that you 
started at the age of five is greatly in your 
favor. Very few women are employed in 
the symphony orchestras in this country, 
outside of those composed exclusively of 
women, like the women’s symphony orches- 
tras in Chicago, Boston and New York. A 
great many women violinists find work in 
the small ensembles playing in hotels and 
restaurants. There is at present a wide field 
for women teachers in public school music, 
teaching singing, directing pupils’ orchestras, 
and so forth. Your violin playing would be 
a great asset in the latter work. 


Eliminating the Rattles. 

U. H. K.—If either the little screw or the 
nut which clamps your E tuner to the tail- 
piece of the violin becomes loose, it causes 
a rattling noise. For a few cents you can 
buy a pair of pincers which you can keep in 
your case and use for tightening the nut and 
for other purposes. 


Stage Names. 

T. H. G—tThere is no objection to your 
taking another name for stage use for your 
concert work, if you wish. A large number 
of stage and movie folk play under other 
names. Actors with very plebian, common- 
place names often succeed better as soon as 
they take up romantic, high-sounding Dames. 


Where Metals Turn Democratic. 

J. K. F.—Gold wire has no advantage over 
silver wire as a wrapping for the violin G 
string and wire covered strings for other in- 
struments. One metal is as good as another. 


Obscure Maker. 

Cc. A. B—P. V. Novello was an Italian 
who made violins in Venice in the 18th cen- 
tury. As he was an obscure maker, I can- 
not find any details of his life. Your violin 
may be a good one for all that, as an ob- 
scure maker occasionally turns out a master- 
piece. 


Detective Fingerboard. 

S. R. S8.—Without seeing the violin, it is 
rather difficult to ascertain what is the 
trouble with the first position notes played 
on the E string of your violin. Possibly 
your bridge is too low or the nut is not 
high enough to allow for the string lying 
the proper distance above the fingerboard. If 
it is the proper distance the E string should 
lie high enough above the fingerboard so 
that a piece of cardboard can be slipped 
between the string and fingerboard at the 
end (next to the nut). Most likely it is the 
fingerboard itself which is at fault either by 
not being perfectly level or by having little 
hollows or grooves at the points where the 
defective notes occur. If you will take the 
violin to a good repairer he will be able to 
locate the trouble and remedy it. 


Metronomic Indications. 

J. C. H.—In the absence of exact figures 
to indicate the speed at which the metronome 
should be set, you will have to get them 
from your teacher or some experienced musi- 
cian who knows-how quickly or slowly the 
composition is usually played. By examin- 
ing your metronome you will find that there 
is considerable latitude in the speed indicated 
for each of the well-known musical terms 
largo, larghetto, adagio, andante, allegro and 
presto, 


Price Not Available. 

J. S. H.—The label in your violin, Joseph 
Baldantonj, Ancone, fecit Anno 1838, is cor- 
rectly worded for this maker. The violin au- 


as he is not among the famous makers. The 
value of violins is changing all the time, some- 
thing like the quotations of stocks in the stock 
market, although not so rapidly, of course. I 
have not heard any quotations on these vio- 
lins for some time. Possibly some of the 
dealers in old violins can give you prices. 


Breaking of Bow Hairs. 

W. C.—It is a little hard to tell what is 
the trouble with your bow hair breaking so 
badly, without seeing your bow and watch- 
ing you play. Maybe your bowing is too 
rough. Some players bear on so hard, so 
inaccurately and so roughly that three or 
four hairs break out every time they play 
a broken chord. ‘Try to cultivate more flexi- 
bility in the wrist and other joints of the 
arm. Possibly the quality of the hair is at 
fault, or the bow has not been properly re- 
haired. Send your bow to a reputable violin 
dealer and have his repairer rehair your 
bow. If the breaking of the hair then per- 
sists, you may be pretty sure that the trouble 
comes from rough playing. 2. Spiccato bow- 
ing, if properly executed, with a _ flexible 
wrist and arm, is not hard on the hair. 
3. Various substitutes for horse hair have 
been tried out, but none have proved suc- 
eessful or have come into general use. Cata- 
logues of most of the large wholesale music 
houses do not even list the substitutes. 
4. There is no exact rule about how often 
artists have their bows rehaired. Like the 
barber who sharpens his razor when it be- 
comes dull the violinist has his bow rehaired 


It identifies you as one in touch with the higher ideals of art and life, 


thorities do not give any details of his life, 


when it no longer has the proper “bite.” 
5. Some use bleached and some unbleached 
hair. The most important thing is to have 
the rehairing done properly. Don't try to 
rehair your own bow unless you are an ex- 
pert. The late Edouard Reményi, famous 
solo violinist, used to send his bows, no mat- 
ter where he was touring, to Paris, France, 
to be rehaired. He claimed that there was 
only one workman in the world who coul 

rehair bows properly and he lived in Paris. 


Bowings for Double Bass. ir 

J. W.—You could apply the principles of | 
violin bowing, as set forth in the article “A — 
Daily Bowing’? in the December number of ~ 
THe Ervupn, to your double bass exercises. 
Many of the bowings in Study No. 2 in 
Kreutzer’s ‘Violin Studies” may be used with — 
one of your bowing exercises (in 16th notes — 
in 4/4 time) in your double bass studies. 

You can apply these Kreutzer bowings to — 
any bowing study in sixteenth notes in 4/4 — 
time. Most of the double bass methods have © 
bowings, although there are not enough in — 
many of them. 4 
Where to Make Shifts. 

M. B.—It requires considerable experience 
to know where a shift should be made to a 
different position. When you are studying 
under a teacher he marks where the change — 
should occur, if it is not already marked in 
the music. In order to acquire a good 
knowledge of the principles of shifting, you 
ought to study exercises and studies where 
this is shown, also play good editions of 
solos, in which the shifting is marked. In 
this way you will acquire instinctively the 
points where shifts should be made. It is 
impossible to tell you in a single paragraph 
how and where to shift. To do justice to 
the subject a whole book would have to be 
written. You might get Hermann’s “Violin. 
Schocl,” Vol. II. This will give you many 
good ideas on the subject. But the best © 
would be, of course, to take lessons from a 
good teacher. 


Time to Practice Both. 

J. F. P.—The study of the violin will help, © 
if anything, your study of the piano, always 
providing, of course, that you have enough 
time to practice both instruments. Many 
people try to study two or more instruments 
when they have so little time to devote to 
music study that they cannot do justice to — 
more than one. It is much better to study © 
one instrument thoroughly than two or more ~ 
superficially. 2. The “Rigat Rubus” violins, — 
usually dated St. Petersburg, are factory — 
fiddles made for the export trade. They are 
usually finished with rounded edges. The 
name ‘“‘Rigat Rubus’ is used in the way ofa 
trade mark. I could not tell you the value 
of your violin without seeing it. 


Practice Schedule. 

R. A., Havana, Cuba.—For a_ six-hour 
schedule of daily practice, Hugéne Gruenberg, 
the eminent violin teacher, in his excellent 
work, ‘Violin Teaching and Violin Study,” 
outlines the following: : 


A. Finger Exercises: 


TUDS. 4. se sae 30 mins } 
double stops...15 mins. } 
trills. ...5e 15 mins. 90 mins. 

broken octaves.15 mins. 
glissandos ....15 mins. 
Etudes. 33). Gee Ai Oe eo 90 mins. ~ 
B. Seales and Broken Chords.... 30 mins. — 
staccato ..... 10 mins. > 
thirds in double . 
Stops! Jc.ncuee 10 mins 30 mins. — 


three and four 
part chords.10 mins. 


we oeee ss 120 MIDS 
Total, 360 mins. — 


see ee eeeae 


Violin Study at Sixteen. 

S. N.—Beginning the study of the violin 
at sixteen, you may not be able to become a 
virtuoso violinist, but you will learn a great 
deal. Your five years of piano lessons will 
help you very much. The violin and piano — 
study will help each other provided you have © 
enough time to devote to each. The best 
course is to start your violin lessons at 
once; then, in a short time, your teacher 
will be able to advise you as to what you 
may be able to accomplish. , 


Made in France. 4 

R. C. B.—The manufacturer of your violin 
is not a famous maker. Violins with tickets 
bearing his name are offered by music deal- 
ers as low as from $18 to $25 wholesale. 
The retail prices would be about double 
these. There may be more expensive grades 
of these violins. They are made in France. 


. 


The Much-Used Positions. 
Cc. V.—Probably the Hohmann Method, 
Book 4 (for position study), would be wh 


you want for starting your young pupils in 
position work. The Hermann Violin School, 
Book 2, treats the seven positions Mg? clea a 
ly, but the exercises are much more diffic 

“The Violin School,’ by Hubert Ries, p 
second, has admirable material for the stu 


(Continued on page 394) 
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¢ A Studio Clinic 


By Neti B. MELLICHAMP 


7 


On visitInG the studio of a composer 


? of prominence in America some years ago 


the writer recalls, as the point of highest 


_ prominence, not the greatness of the artist, 
_ the beauty and atmosphere of the great 
_ music. room nor the tones of the piano 


“a e 24 EE 


finding anything from 


we 


under the magic touch of the musician's 
fingers, though these were profound in 
_ their impression. The thing that made her 
think, the thing that made her go home 

and look in self-abasement at her own 
studio was the orderly arrangement of this 
great teacher’s library of music material. 

One side of the room was given over 
to a filing system of shelves. The names 
of the composers were printed in large 
letters on each section for convenience in 
simple teaching 
pieces to heavy volumes of Beethoven 
‘Sonatas. All in simple style. No polished 
wood for the shelves. No expensive files 
nor indexes. Then the neatness of that 
music! We looked at old editions and at 
the modern sheet music editions, and not 


a torn sheet did we see, though the mate- 


rial on hand showed plainly that it had 
received its full share of hard usage. 
_Edges were neatly bound with linen finish 
tape, small worn places in the scores 
covered with transparent mending tissue, 
and the paper-bound volumes reinforced 
with heavy binding which kept the not- 
too-strong sheets from coming loose. In 
fact each piece of music was a joy to be- 


hold, and the idea of a Studio Clinic was 


born right there. 


Try it out for yourself and see talented 
but shockingly careless pupils fall in with 
the idea. See the spirit of real codperation 
awake in even the least interested pupil 
and the sense of pride and almost rever- 
ence with which your pupils handle their 
music afterwards. 

Name a certain Saturday as Clinic Day 
in your studio. Distribute typewritten 
notices among the students saying that on 
the day named anyone who wishes to pre- 
serve music material may bring it to the 
studio and have it nicely mended and even 
partially bound by using heavy cardboard 
in folio form for loose sheets. Appoint a 
committee (and let their names be men- 
tioned on the notices) whose duty it is to 
arrange hours for the younger children, 
the intermediate grade and the older stu- 
dents, so as to have suitable materials and 
proper supervision for each group. Book 
stores and music publishers can supply 
many kinds of useful bindings, tapes and 
mending tissues, among which can be found 
those to fill the need. As a rule these are 
inexpensive and easy to use. 

Most children will derive much pleasure 
from taking their dilapidated books and 
pieces home in good shape. Besides the 
work will train the fingers in deftness. 

The teacher may charge the pupil for 
material used or she may consider the ex- 
pense well worth the reward in renewed 
interest in the pupil and greater peace of 
mind for herself. 


Pusic for the PreKindergartner 


By EuToKA HELLIER NICKELSEN 


CHILDREN from three to five in this gen- 
eration seem to be, in need of something 
to think about. Stories, A-B-C’s and sim- 


_ ple number work are readily learned, and 


ideal book for home use, 


to instruct them further means to advance 
them into the, classes with older pupils, a 
procedure not always advisable. 

Simple music lessons will solve the prob- 
lem. “Music Play for Every Day” is the 
especially if 


, mother is to be teacher—and well she may 
be during these few years before giving 


tat 


her children over to school teachers for 
the remainder of their childhood days. 
Beautiful yet simple songs are learned, 
rhythmic gymnastics introducing little 
dance steps and a few very simple tone 
pictures which can be performed at the 
keyboard. The child is happy in engag- 
ing in creative work; he is receiving a cul- 
tural background, and he is not being ad- 
vanced beyond children his own age. 
Could there be a more delightful beginning 
for the pre-kindergartner than study and 
playtime with a dash of discipline? 


ee AND CHoir Quesstions ANSWERED 
(Continued from page 382) 


(4) With so few stops IT would like your 
advice as to combinations to use for hymn 
playing and for effective, colorful playing of 
voluntaries and offertories. I was much in- 
terested in an article I found recently in an 
old “Etude” (April, 1923), entitled “Registra- 
tion on a Small Organ” by F. H. Warner and 
would appreciate similar advice ‘rt may ve 
adapted to my own organ.—H. L 


fun (1) Of the stops named in your spe- 
cification the Melodia is the best to be used 
as a substitute for a soft Diapason. 


(2) Melodia and Stopped Diapason sound 
somewhat alike, but close observance will 
detect a difference. Since some Melodia stops 
, have a Stopped Diapason Bass, it will 
ve tter to use notes in the middle or upper 
ster to make comparison and detect the 
erence. The Gedekt in your specification 
will be the stop to take the place of the 
Stopped Diapason. 


(3) The trouble you mention in connec- 
tion with the Pedal Organ is an unavoidable 
condition where only one 16’ pedal stop is 
included in that department. If made soft 
Bpough for use with the soft manual stops, 
‘it too soft to balance the full organ, 
aa if heavy enough to balance full organ, 
be entirely too heavy for use with the 
manual stops. Since your Swell Organ 
mtains a Bourdon 16’ (probably softer than 
e one in the Pedal Organ) you might be 
ble to have it “borrowed” to the Pedal de- 
ment as a soft pedal stop. This is fre- 
ently done 4 new organs, but we do not 
cnow whether or not it is practicable in 
ur instrument. 
We suggest that you consult some organ 
as to the ME ag ag page and cost of 
addition. is the only remedy we 
‘Suggest other than an addition of a soft 


‘ 


16’ pedal stop or the extension of your Swell 
Gedekt down one octave and use of it in 
the Pedal. The use of the Swell Bourdon, 


perhaps, is the simpler solution, if this can 
be managed. The difficulty cannot be ov r- 
come with your present equipment. 


(4) For hymn- tune playing, when the con- 
gregation is singing heartily, you can probably 
use full organ (omitting Swell Bourdon and 
Swell to Great Octave Coupler if you pre- 
fer, and Swell Oboe and Bassoon, if not of 
pleasing quality ). Since you 
stops included in Mr. Warner’s specification, 
his article may be made to apply to your 
instrument. In addition you have the effects 
to be secured from the use of such stops as 
the Swell Bourdon and Oboe and the Great 
Melodia, which are not included in Mr. War- 
ner’s specification. The Swell Oboe and Great 
Melodia may be used as Solo stops, and, for 
special effects, the Swell Bourdon may be 
combined with other stops, such as Bourdon 
and Flute 4’, Bourdon and Salicional, and 
Bourdon, Salicional and Flute 4’. We sug- 
gest that you experiment with different com- 
binations of stops and note the effects. 

Several stops in your specification appear 
under other names in Mr. Warner's specifi- 
eation, that is, Gedekt (Stopped Diapason), 
Dolcissimo (Dulciana), Octave (Principal). 


Q. Will you kindly give me a list of pre- 

ludes to be played on organ and piano? 
= ae 

A. You may find some of the 
numbers useful for your purpose: 
C. Demarest; Fantasie, C. 
Aria, C. Demarest ; 
Clokey ; Nocturne, 


following 
Rhapsody, 
Demarest ; Grand 
Symphonic Piece, Jos. W. 
Ernest R. Kroeger; Kam- 
ennoi-Ostrow, A. Rubinstein; Meditation, J. 
Massenet ; Hymne, Franz Poenitz; Pastorale, 
Alexander Guilmant; Priere in F, Alexander 
Guilmant, : 


have all the 


MAY Page 387 


UMMER 
MASTER SCHOOL 


June 24th to August 3rd, 1929 (43rd Season) 


soseF- LHEVINNE 


World Renowned Piano Virtuoso. Repertoire Teacher’s Classes. 
Auditor Classes. 


oscaR SAENGER 


Internationally Famous Master of the Voice. 
Teacher’s Classes. 


Opera Classes. 
Repertory Classes. 


HENIOT LEVY 
SILVIO SCIONTI 


Brilliant pianists and eminent instructors. Repertory and 
Teacher’s Classes. 


KARLETON HACKETT 


Distinguished vocal instructor and critic. Repertory and 
Teacher’s Classes. 


EDUOARD SACERDOTE 


Eminent Teacher of Voice. 


JACQUES GORDON 


Famous violin virtuoso and Concert Master, 
Chicago Symphony Orchestra. 


HERBERT BUTLER 


Eminent Teacher of the Violin. 


Faculty of Over One Hundred Artist Teachers 


Special Summer Courses: 


Public School Music—o. E. Robinson, Director 

Dramatic Art, Expression 

Children’s Musical Training—Louise Robyn, Director 
School for Theatre Organ Playing—Frank VanDusen, Director 
Class Piano Methods (Oxford )—Gail M. Haake and Assistants 


Lectures by Eminent Educators, Recitals by Distinguished Artists 


FREE SCHOLARSHIPS 


To talented and deserving students awarded after competitive examin- 
tions. Josef Lhevinne will award one scholarship for private and two 
for repertory class lessons. Oscar Saenger will award one scholarship 
for private lessons and five scholarships in Opera Class. Apply for ap- 
plication blanks. 


Superior Dormitory Accommodations. Rates of Tuition Moderate 
CREDITS will be given for summer courses taken toward Certificates, Di- 
plomas, Degrees—granted by authority of the State of Illinois. 


Summer Session prospectus, regular catalog and Public School Music 
circular mailed free on application. For detailed information address 


AMERICAN 
CONSERVATORY 
OF MUSIC 


571 KIMBALL HALL CHICAGO, ILLINOIS 
JOHN J. HATTSTAEDT, President 


Please mention THE ETUDE when addressing our advertisers 
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HERBERT WITHERSPOON 


DISTINGUISHED TEACHER AND EDUCATOR 


LEONARD LIEBLING ALEXANDER RAA 


RUDOLPH GANZ 


WORLD RENOWNED PIANIST 


RICHARD HAGEMAN 


i NOTED COACH AND ACCOMPANIST FAMOUS CRITIC AND MUSICIAN mae co a eee 
\ JOHN J. BLACKMORE MAURICE ARONSON HEN 
ij EMINENT PIANIST AND TEACHER WELL KNOWN PIANO TEACHER CELEB} 
If Members of the Faculty Not Teaching This Summer Are Not Listed on These Pages \ 

i ‘Arranged Alphabetically) i \ 
Hy : PIANO Lois Dyson Guy Hartle Victor H. Jind 


Victor Kuzdo | 
Ellis Levy 


Mrs. John L. Eckel 
Max Fischel 


Rudolph Ganz 
Ruby Ginsburg 


Louise McCoy Ray Huntington 


Vera Kaplun-Aronson 
Laura Neel 


Maurice Aronson 


Willa Bee Atkinson 
Viola Coie-Audet 
Elsie Barge 

John J. Blackmore 
Frances Hovey Bergh 
Moissaye Boguslawski 
Lillian Boguslawski 
Frances Bohannon 
Vera Bowen 

Paul Breitweiser 
Mary Rives Brown 
Gordon Campbell 
Julia Lois Caruthers 
Anna Ring Clauson 
Edward Collins 
Kenneth Cummings 
Gustav Dunkelberger 
Marjorie Dwyer 
Evalie Martin Fisher 
Faye Forsythe 


Aurelia Arimondi 
Arch Bailey 

Gordon Campbell 
Ella Cave 

L. N. Dailey 

Myrtle Dunn 
Beatrice Dyke 

Ernest Edwards 
Willis Fleetwood 
Mrs. Willis Fleetwood 
Effie Cline Fones 
Rose Lutiger Gannon 
Maude Gutzmer 


Helen Greenebaum 
Charles D. Hahn 
Myrtle Hahn 

Eudora B. Harbers 
Jewell Harned 
Frederick Harwood 
Mabel Wrede Hunter 
Herbert Johnson 


Florence Booco Johnson 


Myra Seifert Johnson 
Carrie D. Keil 
Dorothy Kendrick 
Max Kramm 
Grace Levinson 
Clarence Loomis 
Celene Loveland 
Louise MacDowell 
Mollie Margolies 
Della Tully Matthews 
Bess Clair Murray 
VOICE 
Richard Hageman 
Mabel Sharp Herdien 
Charles H. Keep 
Elsie Kincheloe 
Julia LeVine 
Albert Lukken 


Florence JeppersonMadsen 


Minaperle Maxwell 
Allene S. Miller 


Pauline Castleman Morris 
Jessie Waters Northrop 


Lillian H. Polley 


Mrs. Hal Holt Peel 
Lillian Powers 
Eugen Putnam 
Alexander Raab 

Bess Resseguie 
Estella A. Striplin 
Troy Sanders 
Adelaide Sanford 
Gaylord Sanford 
Walter David Smith 
Alma Steedman 
Mrs. L. I. Taylor 
Gertrude Towbin 
Mary Voorhees 

Jane Waterman 

C. Gordon Wedertz 
Merle McCarty West 
Stephen B. Williams 
Giula Williams 
Gertrude Williamson 


Graham Reed 

Mrs. C. M. Robertson 
Troy Sanders 

Clark E. Snell 

Ellis E. Snyder 
Kstella A. Striplin 
Lucille Stevenson 
George Sutton 

Grace Terhune 
Herbert Witherspoon 
Helen Wolverton 
Carl J. Waterman 


CHURCH AND CO 
Charles H. Demorest 
MOVING PI 


Charles H. Demorest Henry Francis Park 


VIOLONCELLO 
Goldie Gross 


HARMONY, COMPOSITION, COUNTER 
Wesley La Viole 


REPERTOIRE-IN1 
VOCAL VIOLIN 
Richard Hageman 


Alfred Wallenstein 


Gustav Dunkelberger Laura D. Harris 


Herbert Witherspoon Leon Same 


DORM 


Artistic and comfortable dormit 
college building. Piano furnis 
Make Xr 


FREE F‘RLLOWSHIPS 


Mr. Ganz, Mr. Raab, Mr. Boguslawski, Mr. Witherspoon, Mr. Collins, Mr. Hageman, Mr. Fischel, Mr. Sametini, Mr. Kuzdo, Mr. Pa 
and Mr. Demorest have each consented to award Free Fellowships to the students who, after an open competitive examination, 
found to possess the greatest gift for playing or singing. Free Fellowship application blank on request. é. 


’ 


FALL SESSION OPENS SEPT. 9 - COMPLETE SU) 


CHICAGO MU 


60 EAST VAN BUREN STREET (cottee? tnoiwc) CHICAGO, ILL, : 
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STIX WEEKS 


«EON SAMETINI W. OTTO MIESSNER 


.MOUS VIOLINIST AND TEACHER EMINENT COMPOSER AND AUTHORITY ON 


FATHER FINN ) 


NOTED AUTHORITY ON 


| CLASS PIANO INSTRUCTION AND PUBLIC SCHOOL MUSIC LITURGICAL MUSIC HH 
EDWARD COLLINS MOISSAYE BOGUSLAWSKI_ | 
] RENOWNED AMERICAN PIANIST FAMOUS RUSSIAN PIANIST ‘ ‘ 


VICTOR KUZDO i 


EMINENT VIOLIN PEDAGOG AND ASSISTANT TO He 


ALFRED WALLENSTEIN 


AMERICA’S FAMOUS CELLIST 


ANCIS PARKS 


ER ORGANIST 


: PROFESSOR AUER i 
| OPERA CLASSES (Repertoire and Action) in 
Christian Lyngby Harry H. Ryan Mary Towbin j ; Richard Hageman iN 
| John McKenzie Leon Sametini Anah Webb LITURGICAL MUSIC COURSE MUSIC CRITICS’ COURSE 4 


CHORAL TECHNIQUE COURSE MUSICAL LITERATURE COURSE 


Father Finn 


Rudolph Reiners L. Dean Sands 


Leonard Liebling 


T ORGAN : ACCOMPANYING CLASSES (Vocal, Violin, Opera, etc.) 
C. Gordon Wedertz Richard Hageman 
ORGAN TEACHERS’ NORMAL COURSES 
len Greenebaum PIANO 
. Moissaye Boguslawski Rudolph Ganz Julia Lois Carruthers 
Edward Collins Alexander Raab W. Otto Miessner 


| jy" VIOLA 
Max Fischel 


| ORCHESTRATION, CANON AND FUGUE 
anklin Madsen Clarence Loomis 


TATION CLASSES 


VIOLIN 
Leon Sametini 
Max Fischel 
CLASS VIOLIN INSTRUCTION 

BAND AND ORCHESTRAL INSTRUMENTS 

COURSE FOR SUPERVISORS OF ORCHESTRA AND BAND MUSIC 
ORCHESTRA AND BAND ENSEMBLE 

Raymond Dvorak J. C. McCanles Harry H. Ryan 


VOCAL 


Herbert Witherspoon 
Jane Waterman 


PIANO 
Alexander Raab 


Maurice Aronson 


| [Rudolph Ganz 


ommodations 
h each room. 
ions early. 


Prices 


7 


for men and women 


reasonable. 


R OR WINTER CATALOG ON REQUEST 


¢ 


PUBLIC SCHOOL MUSIC 
CLASS PIANO INSTRUCTION 
SCHOOL MATERIALS COURSE 
BATON TECHNIC AND CHORAL CON- 
DUCTING 
W. Otto Miessner 


Herbert Witherspoon 
FRENCH—Frank Vaulry 
GERMAN—Captain Steubel 
ITALIAN—Amedeo Nobili 
CHAMBER MUSIC AND ENSEMBLE 
Rudolph Ganz (Two Piano Music) 
Alfred Wallenstein (String Chamber 
Music) 
FLUTE—Justus Gelfius 


in HARP—Henriette Gelfius 


HISTORY AND APPRECIATION OF MUSIC 


CLARINET, SAXOPHONE 
Manuel V. Santos 
DOUBLE BASS—Otto Hyna 
MUSICAL APPRECIATION 
SOLFEGGIO 
Franklin Madsen 
EUROPEAN HISTORY 
ENGLISH LITERATURE—Eston VY. Tubbs 
CONCERT CHAUTAUQUA, LYCEUM 
Mabel Lewis Howatt 
TOE, BALLET, INTERPRETATIVE, CLAS- 
SICAL AND FOLK DANCING 
Libushka Bartusek 
SCHOOL OF THE THEATRE 
DRAMATIC ART AND EXPRESSION 
Walter Pyre David W. Gayin 
Mabel L. Howatt Helen Striblen Pyre 


CHICAGO MUSICAL COLLEGE SYMPHONY ORCHESTR A—Rudolph Ganz, Director 


All orchestra instruments not named above are taught by members of the Chicago Symphony Orchestra 


TEACHERS CERTIFICATES«n DEGREE 


chers’ Certificates and the Degrees of Bachelor of Music, Master of Music, Bachelor of Music Education, Bachelor of Oratory and 
r of Oratory are conferred at the end of each summer session upon professionals, who have the required knowledge, fulfill re- 
red number of Summer’s study to meet residence requirements, and pass satisfactory examinations. Full details in Summer Catalog. 


COLLEGE. 


HERBERT WITHERSPOON, President 


A UNIVERSITY OF MUSIC Established 1867 eed eae vine eceeiion 
(ACCREDITED) CARL D,. KINSEY, Manager 


S| 
ys 
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of lusic 


INCORPORATED 


Cincinnati Conserv atory 


Affiliated with the University of Cincinnati 


SIXTY-THIRD SUMMER SESSION 
ALL DEPARTMENTS OPEN PUBLIC SCHOOL MUSIC (ACCREDITED) 


eietes Chee Louis Mohler Lowell Mason Tilson 
Marcian Thalberg Guest Teacher in History and Guest Teacher in Methods of 
Ghorbs—Orchenten Appreciation of Music Teaching School Music 
ALL-CINCINNATI HIGH SCHOOL SYMPHONY ORCHESTRA 
Ideal dormitories on ten acre wooded campus 


BERTHA BAUR, President and Director 
Burnet C. Tutniri, General Manager 


All courses lead to degrees 


Send for Summer Bulletin to Dept. E., Highland Ave., 
Burnet Ave. and Oak St., Cincinnati, Ohio 


Obe Cllebeland [nstitute of ()usic 


ANNUAL SUMMER SCHOOL 


Private lessons and class work in all departments 
Master classes in Piano, Violin, Voice, Cello 
Public School Music Summer Normal Course 
Daily Opera and Repertory Classes Regular Faculty in attendance 
Write for catalogue giving courses, fees and dormitory rales 
MRS. FRANKLYN B, SANDERS,, Director 2827 Euclid Avenue, Cleveland, Ohio 


DANA’S MUSICAL INSTITUTE 


Professional and Teachers Courses on the Daily Lesson Plan. 


June 24 August 2 


Degrees granted. 


Departments in Piano, Voice, String and Wind Instruments 


Supports its own Symphony Orchestra and Concert Band—Daily rehearsals. 
Catalogue on application to Lynn B. Dana, Pres., Warren, Ohio, Desk E. 


Michigan State Normal College Conservatory of Music 


Courses in singing, piano, organ, violin and theory. 

Courses for training supervisors and teachers of public school music. 

Graduation leads to a life certificate valid in most states of the union. 

Total living expenses need not exceed twelve dollars per week. Tuition and fees exceptionally low. 
Write for Catalog 


Michigan State Normal College Conservatory of Music, Dept. 9, Ypsilanti, Mich. 


HarMoNny 


Management: 


ENROLL NOW 


When you write to our advertisers always mention THE ETUDE. 


Also special courses in the following subjects: 


MusSICIANSHIP 


It identifies you as one in touch with the higher ideais of art and life, 


THE ETUDE 


Se 
COLLEGE OF MUSIC OF CINCINNATI 


One of the Earliest Endowed Schools of Music in America 


ANNUAL SUMMER TERM 
June 17 to July 31, 1929 


Cincinnati Offers a Full Summer Season 
of Grand Opera and Orchestra Concerts. 
Study and enjoy the musical atmosphere. 


PUBLIC 
SCHOOL 
MUSIC 
(Accredited) 


Master and 
Normal Classes in 
PIANO, VOICE, 


Affiliated with 
University of 
Cincinnati 
Credits Toward 
Degree 


VIOLIN, 
ORGAN 
Private Lessons 


All Departments 
FOR PARTICULARS ADDRESS 


COLLEGE OF MUSIC, Adolf Hahn, Director, Cincinnati, Ohio 


DETROIT CONSERVATORY of MUSIC 


Acknowledged Pre-eminent as a Conservatory of Attainment 55th Year 
Unrivaled Free Advantages. Students may pression, and Dancing. Students’ Orchestra, 
enter at any time. A great diversity of Concerts, and Recitals before the public. 
courses under the supervision of a renowned Special Children’s Department, 55 Studios. 
faculty. Training in Piano, Voice, Violin, Commodious Concert and Recital _ Halls. 
Cello, Harp, Organ, Theory, Harmony, and Teachers’ Certificates, Diplomas and Degrees. 
Composition. Normal Training for Piano Desirable Boarding Accommodations. 
teachers, Band Instruments, School of Ex- SCHOOL OF THEATRE ORGAN PLAYING 
SUMMER SCHOOL — JUNE 24 to AUGUST 4, 1929 
Examinations Free. For Catalog and Other Information, Address 
JAMES H. BELL, Secretary, 5035 Woodward Avenue, Box7, Detroit, Michigan 

ELizaABETH JouHNsSoN, President 


Detroit Institute of 


MICHIGAN’S FOREMOST SCHOOL OF MUSIC 
Francis L. York, M. A., Mus. Doc., Chairman of the Board 
Edward B. Manville, F. A. G. O., Mus. Doc., President 


Thirty-second Year 
Many Free Advantages. All Branches of Music and Dramatic Art 
NOTED FACULTY OF 84 ARTISTS 
Accredited Teachers’ Certificates, Diplomas and Degrees. Very Desirable Boarding Accommodations 
For Catalogue and View Book Address HENRY B. MANVILLE, Business Manager 


Dept. 2, 52 Putnam Avenue Located in Detroit's Art Center Detroit, Michigan 


Students’ May Enter at Any Time. 


TIME IS MONEY! — Your Spare Time Can Be Used To Profit! 


Write for information as to what you can earn securing subscriptions 
THE ETUDE, 1712 Chestnut Street, Philadelphia, Pa. 


Mm. SCNHUMann-Heink 


SECOND WORLD 


MASTER CLASS 


June 10 to July 13, 1929 


“Practical Analysis of Every Singer’s Problems’ 
KANSAS CITY-HORNER CONSERVATORY 


Kansas City, Missouri 


JOSEFIN HARTMAN VOLLMER, Assistant and,Coach 


THREE FREE SCHOLARSHIPS !! 


Private Instruction under Madame Schumann-Heink. 


LANGUAGES 
DicTIoN 


STAGE DEPORTMENT, CHORUS 
AND ORCHESTRA CONDUCTING 


For Particulars Write 


HORNER WITTE CONCERT BUREAU 
3000 ‘Troost Avenue, Kansas City, Missouri 


By Arrangement: George Engles 


| 
| 
| 
| 
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Che Black Book 


By ANNA E. GEORGE 


i 
_ One of the most serious problems con- 
) fronting the music teacher is the ever- 
present question of irregular practice. The 
average student fails because no regular 
daily period is set aside for study at the 
piano. It is surprising how few music 
‘students strive to form practice habits 
which will, in the end, make for mental 
stability and musicianship. 
A certain teacher keeps on the writing- 
esk in her studio a black, loose-leaf note- 
k and a sheet of carbon paper about 
ur by six inches in size. As her students 
report for their lessons they write in this 
k their names, the date and any excuses 
they may have for failure to practice since 
“their last lesson. At the end of each 
‘month the teacher takes these pages and 
‘mails them to the parents, while, for her 
‘own information, she carefully files the 
‘carbon copies, which she may easily refer 
to at any time. 
This method bears rich results.’ For 
students hesitate to put into writing week 
after week the slim and nonsensical ex- 


cuses usually offered for poorly prepared 
lessons. Through a sense of self-respect 
they settle down to serious work and 
through the development of will-power 
gain a stability which is vital to success 
in any field. 

Parents are furnished with first-hand 
information as to their child’s practice. In 
the light of these records they may en- 
courage and insist upon more faithful 
practice and at the same time set about to 
remove many of the small hindrances 
which so easily beset the young student 
who has not yet learned to work steadily 
in the face of seeming obstacles. 

Finally, the teacher possesses a record of 
the study habits of his students and can 
point out to the parents the real source of 
failure. In addition to this, an opportunity 
is provided the teacher to go over these 
records with students and to show and 
impress upon them the utter nonsense of 
some of the excuses which they have 
offered from time to time. 


Musicat Home Reapinc TABLE 
(Continued from page 332) 


- Moszkowski, at least five or six continued 
‘their infernal improvising, playing of 
‘scales and pianistic fireworks. By using 
‘heroic measures I gradually produced a 
semblance of order and gave the signal for 
the beginning of the music. The effect 
was extraordinary! Several of these pian- 
) ists had never followed a conductor’s beat, 
and, after the first ten measures, two of 
them rushed over to me, the one violently 
exclaiming that the tempo was too fast 
and the other insisting with equal vehe- 
mence that it was too slow. Finally I ob- 
tained silence and told my pianistic orches- 
tra that they were, undoubtedly, the four- 
teen greatest pianists in the world and 
that the interpretation of each one of them 
was undoubtedly ‘equally the greatest’ in 
the world, but, as they represented four- 
teen different grades and shades of inter- 
_ pretation, I intended to take the matter in- 
to my own hands, and they would just 


have to follow my beat whether they liked 
my tempo or not. 

“This was greeted with a roar of ap- 
proval, and we now settled down to the 
work of rehearsing as solemnly as if these 
prima donnas of the ivories were orchestral 
musicians and routined members of the 
New York Musical Union. Order fol- 
lowed anarchy, and the results achieved 
were not without higher artistic interest, 
especially as I detailed such accomplished 
and routined musicians as Harold Bauer, 
Ernest Schelling and Ossip Gabrilowitsch 
to use their own discretion in ‘orches- 
trating’ the ‘Dances.’ Gabrilowitsch, for 
instance, reserved for himself the entrance 
of the ‘brasses;’ Bauer invested some of 
the more delicate portions with agile runs 
of flutes and clarinets, while Schelling 
imitated the kettle drums and cymbals with 
thrilling effect.” 


Ghe Pusician’s Ear 


Musicians are supposed to have ex- 
‘ceptionally good hearing, but aural trouble 
among them is more common than would 
be imagined. The classic cases are those 
of Beethoven, Wolf, Schumann and others 
who went deaf or had other ear trouble. 
In “A Musician’s Narrative,” Sir Alex- 
ander MacKenzie gives some interesting 
cases of temporary difficulty experienced 
by well-known musicians. 
“Hubert Parry’s diary records that, as 
the result of a cold, he heard some notes 
a tone and a half higher than their normal 
‘pitch. And Manns (Sir August Manns, 
who conducted a symphony orchestra in 
London for many years) complained 
bitterly to me that for a considerable time 
certain wind-instruments sounded a third 


You should also give a great deal of time 
attention to ear-training. Use horns, 
is and glasses and tap metal objects 
ut the rooms, finding the pitch on the 
d. Emphasize the various registers 
he keyboard that he may learn readily 


higher than others, although, as a con- 
ductor, he had to conceal the fact. 

“T had to conduct a full orchestra on 
one occasion at St. Paul’s and at the 
rehearsal the brass sounded like nothing 
earthly, while the horns, in particular, 
provided a series of agonizing aural stabs. 
At the following day’s performance I could 
get through the piece only by automatically 
following the first violins and totally ignor- 
ing the blatant chaos produced by the 
orchestra. Nor was my anxiety relieved 
when, during a choral rehearsal at the 
R. A. M., the male voices treated me to 
similar, though somewhat less painful, 
effects. The phenomenon lasted for sev- 
eral weeks; in time, however, my hearing 
was restored to its normal condition.” 


MusicAL EpuUCATION IN THE HomME 
(Continued from page 339) 


to recognize them in such a way as to 
distinguish between high and low tones. I 
am sending you a list of beginning mate- 
rial and advise you to start him at once 
You can thus be laying a foundation for 
his future study when a teacher is available. 


When you write to our advertisers always mention THE ETUDE, It 


OBERLIN © 


mii 
All branches, advanced study, 
Courses lead to Mus.B. di 


C io 8 ales ont en 
f E ee, Cultural and Social life o! 
Oberlin College. High School course or equivalent re- 
quired, Opens Sept. 17th, Oberlin Conservatory 
of Music, Box 559, Oberlin, Ohio 


COSMOPOLITAN 
SCHOOL M U SI C & DRAMATIC 


SHIRLEY GANDELL—President 
Summer School, June 24 — July 27 


Eminent faculty of 60 Artists. Normal training for 
Teachers. Students’ Orchestra, Concerts, Lectures, 
Diplomas, Degrees and Teachers’ Certificates. 

Departments—Piano, Voice, Violin, Musical 
Theory. Composition, Violoncello, Orches- 


tral Instruments, Public School Music 
Dramatic Art, etc. Students may enter at 
any time. 


Many Free Adoantages and Scholarships 
Piano and Violin Prizes 


For particulars address—Edwin L. Stephen, Mer. 


COSMOPOLITAN SCHOOL OF MUSIC 
Box E, 16th Floor Kimball Hall Bldg., Chicago 


Che Starrett School 
CONSERVATORY of MUSIC 


Franklin Stead, Director 
RENOWNED FACULTY—ConceERrTs, RECITALS. 
Dirtomas AND DEGREES CONFERRED— 
TEACHERS’ CERTIFICATES 

Special Classes in Technique and Interpretation 
for Teachers and Advanced Students. Courses in 
Piano, Voice, Violin, Organ, Theory, Harmony, 
Composition, Cello, Opera Study—Dept. of Speech 
and Dramatic Art and Public School Music. Special 
Dept. for Children. All athletics. Horseback riding. 
Fireproof buildings with ample grounds. Two beauti- 
ful dormitories on campus. ~ For catalogue address 
the Director, 

Students may enter at any time. 
The Starrett School Conservatory 


of Music 
Box E, 4515 Drexel Blvd., Carcaco 


is not too much to pa | 
One Cent for a bulletin of the f 
BAY VIEW 
(Michigan) 
SUMMER MUSIC SCHOOL 


but that’s allit will cost if you drop us 
a card NOW. 


In the heart of the resort region of Northern Michigan, 
near Mackinac Island. The “Soo”; log fires at night; 
balmy sunshiny days, fishing, swimming, motoring and 
SPECIAL RAILROAD RATES and INEXPENSIVE 
LIVING ACCOMMODATIONS. In fact one can 
secure rooms as low as three dollars a week. Course 
begins July 15 and ends August 24. 

Send for free catalog to 
WILLIAM J. REDDICK, Dean 
319 West 95th Street New York City 


SCHOOL MUSIC CATALOG 


Sent Gratis Upon Request 


Avery helpful catalog for School and College Directors 
and Music Supervisors. It lists numbers for Unison, 
Two Part, Three Part aud Four Part Choruses; Music 
for Special Occasions, Operettas, Sight Reading Material, 
Orchestra Coliections, Writing Books, Etc. 


THEODORE PRESSER CO. 
1712-1714 Chestnut St. Philadelphia, Pa. 


\ ALPARAISO ACCREDITED—MEMBER 
North Central Association 
Instruments, Theory —DIiplomas 

AUS! Registrar, Box K 


UNIVERSI Publie School Musie — Piano, 
and Derrees—Enter any time— 
Send for Bulletin Valparaiso, Indiana 


e at 0 Voiee, Violin, Organ, Orchestral 
Many free advantages. 


MILLIKIN CONSERVATORY OF MUSIC 
DECATUR, ILLINOIS 


Offers thoro training in music. Courses leading to 
Bachelor of Music gree, Diploma, and Certifi- 
cate in Piano, Voice, Violin, Organ, Public School 
Music Methods and Music Kindergarten Methods. 


Bulletin sent free upon request 
W. ST. CLARE MINTURN, Director. 


Northwestern University 

School of Music 
@ e A University Professional School of 
highest standard. Ideal location im- 


mediately north of Chicago. Degree 

SCHOOL of courses. All branchesof Music taught. 
Liberal Arts subjects without extra 

M USIC expense. Bulletins Free. Address 


P.C. LUTKIN, Dean Emeritus : 
NORTHWESTERN CARL BEECHER, Administrative 
UNIVERSITY 


Director, Room 102 
Year 1928-1929 


1822 Sherman Ave., Evanston, Il. 
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THE 
GUNN SCHOOL 
OF MUSIC 


GLENN DILLARD GUNN, President 
CHICAGO 


Announces 


MASTER 
CLASSES 


FOR THE SUMMER TERM 
June 24 to August 5 


BY 


GUY MAIER 


Celebrated pianist, who 
will introduce his New 
and Revotutionary 
Method for the Teach- 
ing of Beginners in a 
Special Course of Ten 
Daily Sessions comprising 
Forty Hours. This Course 
can be taken in Two 
Weeks. In response to 
wide-spread national inter- 
est in the Visuola, Mr. 
Maier has deemed it wise 
to incorporate in his course 
a complete teaching exposi- 
tion of the Visuola, a re- 
markable new teaching aid. 


FRANTZ 
PROSCHOWSKY 


Celebrated Teacher of Singers. 
Renowned Vocal Authority. Au- 
thor of Famous Books on the 
Art of Song. 


Private Lessons 


TECHNIC AND 
INTERPRETATION 
CLASSES 


Glenn Dillard Gunn 


“A Master Pedagogue of 
Chicago” 
—James Gibbon Huneker 


Represented by artist students 
in the concerts of the Chicago 
Symphony and other famous 
orchestras and by many teachers 
on the faculties of noted schools. 


Private Lessons 


‘*How To Study”’ 


Class, Normal Classes | 


Frank Waller 


Famous Coach of Famous 
Singers, who offers the profes- 
sional an attractive list of new 
songs and is prepared to arrange 
and coach programs and roles. 
Mr. Waller is a conductor of 
experience in such organizations 
as the Chicago Civic Opera. He 
has appeared as guest conductor 
with most of the important 
orchestras of Europe. 


For Summer Bulletin Address 
JENNE BERHENKE 


Registrar » 
Fine Arts Bldg., Chicago 


identifies you as one in touch with the higher ideals of art and life, 
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“COMMENCEMENT and RECITAL MUSIC 


New Music for Spring Activities 


Violin Solos 
Easy 


Brown, .G. 4Reeee The Little Violinist at the 
Circus (Collection). 


Dallam, Helen ..... Wildcat Jig. 


Piano Solos 
Easy 


Broom, Peart nisteaee The Night Riders 
Dreisbach, A. G....Bouncing Ball. , 
Groton, F.C. Gay, Sweet and Jolly. 


Vocal Solos 
High 
Coryell Ms eee Where Cherries Bloom. 


Holliday, J. C., .:.Green Court: 
Matthews, J. S. ...The Lady Who Is Spring- 


from “Olaf Trygvasson.” 
7306—Speaks, O. _Life’s Joys. 
7327—Whiting, A. The Shan, Van 
Voght. 


Intended, primarily, for the begin- 
ner’s orchestra. 


F. C. Bornschein 


| Schumann Suite. 
Complete instru- 


available—The Schubert and The 


KK Jewell,” Lb... pee Gavotte. Jewels les Dance of the Little Red ; time. 
5} White, Grace ..... Valse Caprice (Double Leaves. Strauss-Liebling ..The Blue Danube. 
Stops). McGrath, J. J. .....Leap Frog. Wohlfarth-Grille, 
< ; 1 ey 
EY Zilcher, P. .:..... Scherzino. Von Doenhoff, A. ..The Spinning Wheel. AS. Of Sane a7. Daffodils. 
E Tarantella. Worthy, Amy .... Midsummer. 
i = The Time of Violets. 
| Medium Medium Medi 
edium 
Ei Crawford, L. ...... Canzonetta. Dey ou bee norte ute On the Wing. Black, Kate G. .... April. 
Grever-Hartmann . .Jurame. Hulten, G. P, ...... Melodie-Valse. Davis, Caryle .....The First Bluebird, 
Jewell, L. ......... Rigaudon. Loth, L. L. ........: \ la Burlesque. DeLeath, V." ..... The Lilac Flower. 
Morris Dance. Rapoport, R. ...... Coquetterie. Griffis, E To an tis 
: Laoureux, N. .....Serenade in A. Skating Along. Gane Di Ww. 40) : . Cowhanss Mediation 
( Saltarella. Scarmolin, A. L....The Woodpecker. Hickman, M. ......Dusk in June } 
Nolck, A. ........Student Concerto in A- Terry. Eee The Race. Sabin: Wit Ace. bene ae , 
minor. Op. 26 The Fountain. pe a heme ; 
“| Mrotes (J. arnt: The Puppet-Show. Difficul Low 
z : ificult Bostelmann, Ida ... Because I Know That 
‘ Digioutt Currey, Ds C"ae07a Dance Grotesque. Wishes Don’t Come 
D’Antalffy, D. .... . Mosquitos, Guion, David W....Arkansas Traveler. True. 
( GardnerAS: (cies From the Canebrake. Isaacs, L. M.......Sceherzetto. Deleath avin caer The Sea-Chair. 
, ; From the Rockies. Op 23. Levitzki, M. ...... Enchanted Nymph. Edwards, Clara ...By the Bend of the River. 
‘ Hems, D. .......0. The Freshet (Spiccato). Schlieder, F. .......Scampering Mice. Huerter® Cy on vase For Old Bombay. 
‘ Kroll, William ..... sizzaresque. Stoneman, L. ......The De’il Cam’ Fiddlin’ Speaks, Oley --....Over the Hills and Home 
Levenson, B. ...... Danse Orientale. thro’ the Town. Again. 
; Weber-Spalding ...Rondo Brilliant. Op. 62. itcombe a: The Satyr’s Fountain. Stratton.) Awe eee From Out the Long Ago. 
«| 
: bale put n° Ensemble RHYTHMIC ENSEMBLE String Ensemble 
Et 3 we sie ‘ BAND BOOKS FOR Bornschein, Fo Ci... The First Ensemble (4 
Duddy peyyr oie. irae os The Peanut Man. Violins and Piano) 
In. Normandy ; tat 
: rae i Boe CHILDREN Riegger, (W024 eee oe Easy WS for Be- 
‘(\ : rae Be/9 ginners iolins and 
4 FP ee ae Hands oe er, The Schubert Book Piano). 
: ilbro, RS cn coh aoe ts : E) d 
ay Ki sae piece The Folk - Tune Book Locatelli-Franko ..... Concerto Grosso (Strings 
FANS 01 oh) 2 ee ee Serenade. and Piano). 
B ; 
: a On the March. y Hall-Alfred =<). cmeeee Miniature Trio No. 1 (Vio- 
Ei Two Pianos, Four-Hands ANGEIA DILLER and ioe Cello and Piano). 
| Adams, Mrs. Crosby.. Album,of Piano Duos. - Miniature. Trio No. 2. (Vio- 
i CHINA Eiiik, Micah lazrisraie euler KATE STEARNS PAGE lin, Ce Te Saeaea sO) 
= i “oronatio Se eet 3 i 4 
Moussorgsky-Pattison . ( Si ‘Godounoff.” om A unique series for children of Krogmann, C. W. ... LO pi Melodyland, 
. Three Pianos kindergarten or first grade age. p : tolin, Cello ‘and 
3 . Ccmaior tor | The Folk-Tune Book includes a inne 
Bach=Bavier mies -jc-i Concerto in C-major for e ol -fune boo ne uc es itch : 
‘ biel Bennett: aca: part with words and music for Lothy 20s a cseneners Five Poetic Sketches for 
paniment of Stringed Or- unison chorus. Trio Study (Violin, Cello 
f eiestal : and Piano). 
4 
: Choruses Orchestra Band Operettas 
«| 5 A i ; 1 % 
| Mixed Voices Schirmer’s Elementary Master Series for Young Kerley, Jane. Base 
‘ 7305—Dichmont, W Nia eilnttie Orchestra Series Bands The Magie Nutcracker. 
Banjo. : coh f Suite No. 1. Holiday ip toae Parallel in content and difficulty to (New and improved edition) 
29—Gri Wu Srrnende: ; ; Megger the Master Series for Young Or- *Bi sales 
Perce E. eae Gods, Suite No, 2, Short Stories chestras. Two suites are now Bilbro, M, The Geewhiliens, 


(Boys and Girls from 10 to 12 
years of age) 


Rich, Gladys. Walk the Plank: 


Men’s Voices 


7270—Bogart, A. T. Two Little 
Fiéas (Humorous), 
7197—Brewer, J. H. Londonderry 


Air. 
6942—Scott, J. P. The Old Road. 
7155—Speaks, O. Morning. 


Women’s Voices 


7264—Botsford-Schoenfeld. Under 
the Swaying Pine Tree. 

7304—Edwards, C. By the Bend of 
the River (2-part chorus of 
Sopranos and Altos or So- 
pranos and Baritones). 

7125—Rasbach, O. Trees (3-parts). 


G. SCHIRMER, Inc. 


mentation with full conductor’s Arrangements include three edi- Cee Sie oes atts 
score ; String parts in first posi- tions : ni for: school, sot aimee ta) 
tion entirely, Edition ‘A’? (Small Band).. $3.00 “pense Feanselae B 
Master Series for Young Edition “B” (Full Band).... 4.50 j Gaveliten -Stutt: 
ee ie ste cuties Ry Mec) Edition’ “Cre Sy mina oars (For High School Performance) 
MAb tanishe! Lh jet Band \; eterna sk cette ee 6.00 *Prottor, C.K. heen 
classical composers, scored for or, ©. K. he Magic Ruby 


Junior or High School orchestras. 
Complete instrumentation with full 
conductor's score. 
The most comprehensive series yet 
published for school orchestras. 


Conductor’s Score with each edition. 


Scoring complies with all the fea- 
tures established by the Music Su- 
pervisor’s National Conference. 


An Unique Graduation Present 


ALICE IN ORCHESTRALIA 
ERNEST LA PRADE 


Being the rntrancing adventures of alittle girl in a land of orchestral instruments 


When you write to our advertisers always mention THE ETUDE. 


(For High School Performance) 
*Princess Chrysanthemum. 
(lor High School Performance) 


“(Orchestra parts available.) 


Cantata 


Schubert-Federlein, Rosamunde. 


(A Romantic cantata .for chorus 
of mixed voices and soli) 


: 3 East 43d Street, New York 


It identifies you as one in touch with the higher ideals of art and life, 
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THE ETUDE 


<9 
| Irts unlikely that many of you are play- 
; upon that curious quasi-musical instru- 
| ment known as the Jew’s harp, and possibly 
‘for this reason, among others, you know 
e.: of its history. You are probably 
‘unaware, for instance, that there have been 
| yirtuosi on the Jew’s harp. Of course in 
Ane today the instrument has descend- 
din status to a mere adjunct of certain 
comic situations arising in vaudeville acts. 
_As far back as the eleventh century the 
ews harp existed in China. Its form 
en was slightly different from its pres- 
-ent one, but the principle involved in its 
Bone production was the same. The Chinese 
“name for the instrument is “K’ou chin” or 
Smouth harp.” 

In Europe the Jew’s harp was known 
Pertainly as early as the latter part of the 
| so-called Middle Ages. The English called 
‘it the “jew’s-trump” at first, but later the 
/ word “harp” came to be substituted fre- 
| quently for “trump.” Italians know the 
_Jew’s harp by the pleasing title scaccia- 
_pensicri, ‘something which dispels thought” 
—in other words, a pastime. 
~ What connection did the Jews have with 
the instrument? Apparently none, unless 
‘from their sale of it at various times in 
England, years ago, it borrowed their 
_Yacial name. 

_ The most prominent virtuosi on the 


-Jew’s harp were Koch, Scheibler and 
- Eulenstein, all of whom used several 
| Jew’ s harps of various sizes simulta- 


neously. Eulenstein, whose dates are 1802- 


mean that they are to be played with the 
right-hand? v. Then in “EB,” does the line 
from C to A mean they should be played with 
the left-hand? Does it just call attention to 


that? vi. Do the marks A mean the tak- 
_ ing up of one’s hand? vii. How is a down- 
ward arpeggio (i.e. one beginning with the 
upper note) indicated? viii. Why is there 
so often just a measure’s change of time in 
‘a piece? Tor instance, a piece beginning in 
4} time changes, on the second page, for one 
oer only, to ¢ time? Could it not have 
been written some other way in 3 time? Fi- 
nally : how is it possible for one to know the 
meaning of all the little personal markings of 
halal composers? Very gratefully—Damo- 


: A. i. “A” Yes. ii. “B” The upper stem in- 
dicates the 1st voice, the lower the second 
‘voice; both in unison. iii. The note b, in 

““C” has a lower stem for the quarter- -hote 
of the 2nd voice. The upper stem is for the 

‘eighth note of the 1st voice. iv.’ Yes. v. 
The oblique line in “DH” from ¢ to a shows 
the progression of the c to a. The first three 
chords contain three notes each, but the 
fourth chord contains four. When orches- 

trating or writing in open score the ¢ would 
have to go down to a, instead of up to e. Of 

course the a is played by the left-hand. vi. 
Whenever the marks / occur, they indicate 
a silence for that part or for all the parts. 
vii. Today it is the rule to write out all the 
notes of a downward arpeggio as it ought 
‘to be played. Formerly, however, it was in- 
dicated thus: 


Ex.3 
Written 


in old editions, viii. It could not be written 
: any other way without destroying the 
‘Scanning (the rhythm) since the i, time has 
‘its chief beat on every first beat 1 2 3, 1 2 3 
and_so forth, whereas 4 time is duple 
‘and has its rhythm by twos: 1 2 3 4, 12 3 4. 
_ Finally, the only way to know the mean- 
ee all the personal markings of modern 


osers is to read and study their works 
S much as possible. In literature, if you 
endeavor to fathom an_ author's 
neh you have to become familiar with 

dioms, twists and spennad of expression, 


Facts About a Lowly 
‘ By L. E. 


Instrument 
VITICUS 


1890, achieved extremely fine effects by 
playing on sixteen of these instruments 
at once. 

Of perhaps even greater interest is the 
fact that William Penn used the Jew’s 
harp as a medium of barter with the 
Indians, though no accounts of when or 
how well the latter played their newly 
acquired possession have come down to us. 

Here is an interesting description of the 
Jew’s harp, taken from Grove’s Dictionary 
of Music: 

This little instrument consists of a 
frame of metal in horse-shoe shape, with 
the two ends extended imto parallel 
branches; between them a metal tongue 
vibrates freely when sect in motion by a 
stroke of the finger. The instrument ts 
placed between the front teeth im such a 
way as to give the metal tongue wunre- 
stricted movement, and the performer is 
able to produce various tones by altering 
the size of the cavity of the mouth. 

Perhaps after reading this article on 
the jew’s-harp you will smile a little less 
or even (vain hope?) look a trifle thought- 
ful when a stage comedian produces a 
jew’s-harp and proceeds to utilize it as 
a laugh-getter. We must admit that every 
dog has his day and the jew’s-harp has 
had its, having long since abandoned its 
place among the lists of serious musical 


instruments. Yet it still retains, his- 
torically, at least, some trace of former 
glory. 


QuESTION AND ANSWER DEPARTMENT 
(Continued from page 341) 


peculiar punctuation and so forth, all re- 
quiring closer acquaintance to understand 
the author's meaning. So in music. But 
this is somewbat more complicated, for, 
while music should be a universal language, 
it is much tinetured with the nationality of 
the composer and his language. Many of 
your surmises are correct. 


Solfeggietto, in C minor by Bach, 

Q. What is the meaning of the title, Sol- 
feggietto, as used in the little study in @ 
minor by Bach? ii. Will you please give 
me the time signatures in simple, compound, 
duple and triple times? ‘ti. What is the 
best way to hold the hand in an upward glis- 
sando, and should the second or third finger 
be used? iv. I usually tell my pupils some- 
thing about composers whose works they are 
studying, but I know very little about those 
whose works have become popular within the 
last few years. Can you indicate a book of 
biographies of modern composers ?—Teacher, 
Columbus, Ohio. 

i. Solfeggictto is the diminutive form 


of solfeggio, meaning little solfeggio. In this 
instance it is a short study in the use of 
solfeggio. ii. Simple duple times: or B 


z 

Co : ad); ae ). Compound duple 

times: ‘ bi c a); . af. Simple 
. 4 3 ats tee se 

triple times; 4 GB): 4 (35 8 GJ). 


; , 9 19 : 
Compound triple times: a bs 8 (3b; 


~ 
ie (39): Simple quadruple times: or 


4 4 
2 41): G or 4 a); 3 4) )s Compound 


. 12 ~ 12 12 
quadruple times: 4 abi 8 (45 Ins 6 af, 


(Quadruple is frequently ton as duple, it 
being considered, not altogether wrongly, 
that time belongs to two categories, duple 
and triple.) iii. The best way to play an 
ascending glissando is by turning the palm 
of the hand upward and sliding the nail of 
the 3rd finger over the notes with equal pres- 
sure. The 2nd ‘finger-nail may be used some- 
times in the same way. iv. “Dictionary of 
Musicians,” by W. J. Baltzell; “The New 
Pacrccpedia ‘of Music and Musicians,” by 
rat 


“The best test of the quality of a civilisation is the quality of its leisure. 
Not what the citizens of a commonwealth do when they are obliged to do 
something by necessity, but what they do when they can do anything by 
: choice, is the criterion of a people’s life.” 
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—Irwin EpMAn. 
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DENVER 


1929 


aX 


COLLEGE OF MUSIC 


JOHN C. WILCOX, Director 


DR. EDWIN J. STRINGHAM, Dean 


Institutional member of National Association of Schools of Music 


SUMMER SESSION, JULY 1 


AUG. 3 


Percy Rector 


STEPHENS 


Eminent Voice authority 
Master Class for Singers 
and teachers. 6 Auditory 
Classes. 


loremost 
brated Salzedo system. 


GINSBERG 


Master Violinist 


Chas. TH. TONES 
LAWRENCE 


John C. 


WILCOX 


*Widely known Voice Teacher, 


John 


POWELL 


Distinguished Composer: 
Pianist. Master Class for Pi- 
anists. Auditory Class for 
Teachers. 


fogy. 


tion. 


experienced Stage Director. 
Technic, Personality 


Francis 


Harpist, teaching cele- Artist Pianist; 
tional Teacher. 


Private lessons. 


John C. 


6-weeks 
(June 17-July 24) 
School Music 
Piano; 


Course in 
Private 


Conductor. 
Pedagogy and 


TRUSTMAN 


Master Cellist 


accredited 

in 
Methods ; 
Orchestral Instruments. 


Blanche Dingley 


MATHEWS 


*Leading authority in Fun- 
damentals of Piano Peda- 
Credit 
‘Teachers. Personal Instruc- 


course for 


Course in Stage 
Development, ete. 


HENDRIKS 


Gifted Composer ; 
Master Class for Pianist ; 


Inspira- 


KENDEL 


course 
Public 
Class 


STAPS 


Eminent Organist 


30 other competent instructors in all branches 


of Applied Music, Theory, Languages, Dramatic Art. 


14 FREE FELLOWSHIPS WILL BE AWARDED 


Write at once for Summer School] Catalog giving complete information 


*These courses carry College Credits 


DENVER COLLEGE OF MUSIC 


1000 GRANT STREET, DENVER, COLO. 


ADDRESS 
REGISTRAR, 


SI AMAMATIATOAIAT 


SYA . 


ua 


A Department of Lawrence College 


For free catalog address 


CARL J. WATERMAN, Dean, Box E, Lawrence Conservatory, Appleton, Wisconsin 


ILLINOIS WESLEYAN UNIVERSITY 


SCHOOL OF MUSIC 


June 24th to August 3rd, 1929 
Denver, Colorado 


in conjunction with 


Piano, Voice, Violin, Cello, Organ, Composition, Public School Music and 


Instrumental School Music Supervision. Courses Lead to Mus.B. Degree. 


Four year courses leading to Bachelor of Music Degree. Instruction given 
by well trained and experienced teachers. For information address 
ARTHUR E. WESTBROOK, Dean, Bloomington, Illinois 


SCHMITZ 


SUMMER MASTER 
SESSION 


THE RINQUEST SCHOOL OF MUSIC 


address Bogue-Laberge, 130 West 42nd St., 


Mason & Hamlin Pianos 


New York 


“STANDARD HISTORY OF 


so absorbing that adults are charmed with it. 
illustrations, map of musical Europe, 400 test questions, 250 pages. 


By JAMES FRANCIS COOKE 


Permanently Slapped by eee a Taehiee 


MUSIC 


PRICE, $1.50 


A FIRST HISTORY OF MUSIC FOR STUDENTS AT ALL AGES 


A thoroughly practical textbook told in story form, 


All difficult words 


gilt stamped. Any teacher may use it without previous experience. 


THECRORE ERESIER. COMPANY = 


So clear a child can understand every word— 
“self-pronounced.” 
Strongly bound in maroon cloth, 


150 excellent 


PHILADELPH LA, PENNA. 


It identifies you as one ra loath. with the bighes sheala of art and life. 
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COLLEGE OF FINE ARTS 
SYRACUSE UNIVERSITY 


SUMMER SESSION July 2 to August 9 


MUSIC 
The following courses will be offered in 1929: 


Voice 

Violin 

The Teaching of Piano 

The Teaching of Singing 

Conducting 

Teaching of Music Appreciation 

Elementary Harmony 

Advanced Harmony 

Music Methods in the Primary and 
Intermediate Grades 

Music Methods in the Junior and 
Senior High School 


¢¢ 


Piano 

| Organ 

Advanced Theory 

Psychology of Music 

Orchestration 

Problems of Procedure, Super- 
vision, Materials and 
Objectives 

Elementary Sight Singing and 
Ear Training 

Advanced Sight 

Ear Training 


Singing and 


Points of view in music education 
by several prominent public school music men 


i SY > 


| Evening Recitals 


All the advantages of a large university 
& & 


The summers are cool 
Bulletin sent on request 


DIRECTOR OF SUMMER SCHOOL, Room 11, Administration Building 
Syracuse University, Syracuse, N. Y. 


ALBUM OF TRANSCRIPTIONS FOR THE PIPE ORGAN 
By H. J. STEWARD 


Masterly arrangements of compositions by celebrated composers and an interest- 
ing, original sonato, in four movements, that is being played by the foremost 
concert artists. Price, $2.00 


THEODORE PRESSER CO. 1712 Chestnut St., Philadelphia, Pa. 


Ithaca Conservatory 
of Music 


Joun -Frntey Witiiamson, Mus. D., Dean 


Incorporated with collegiate standing and degree conferring privileges 
under the Board of Regents of the University of New York. 


SumMeER Master Scuoor of Piano under the direction of Oscar 
ZIEGLER, master pianist and pedagogue. 


. Ten-week Term, June 3-August 9. 
Six-week Term, July 1-August 9. 


Concert, Chautauqua, Lyceum and Teachers’ Courses. Repertoire 
and Public performance classes. Graduates in this school have 
won honors abroad as well as in the United States and Canada. 


WESTMINSTER CHortr Scuoot (formerly of Dayton, Ohio). Thor- 
ough courses of instruction as preparation for Choir Conductors 
and Ministers of Music. 


All departments of the conservatory and affiliated schools will 


be in session during the above terms. All courses completed lead 
to certificates, diplomas, degrees. Six large and handsome dormi- 
tories. Reservations for either summer or fall should be made now. 


Fall Term begins September 19, 1929. 


Full details, year book and special catalogue sent on request. 
Address, Registrar, 


1 DeWitt Park, Ithaca, New York 


When you write to our advertisers always mention THE ETUDE, 


the attempted to portray with a good 


THE ETUDE 


Realism and Humor in PyCusic 


By LELAND J. BERRY 


HE BARE mention of cats being 

represented in musical sounds is at 

once interesting and amusing, per- 
haps a little ridiculous; but the celebrated 
Scarlatti once wrote a “Cats’ Fugue” 
which was suggested by and written to 
represent a cat walking on the keys of a 
pianoforte, a proceeding of which cats 
are rather fond. A more recent example 
of this was portrayed in a modern jazz 
pianoforte composition entitled “Kitten on 
the Keys.” Another exponent of the mod- 
ern school, Stravinsky, also found inspira- 
tion in the pathetic meow of this animal. 

But, if the cast is so well favored, the 
dog is not left wholly outside the realm of 
music. It is said of Chopin that one of 
his -best known valses was suggested by 
the gyrations of a puppy in pursuit of its 
tail, and Rossini, we are told, wrote a piece 
in memory of a dead poodle! 

Camille Saint-Saéns composed a novel 
piece of music, Danse Macabre, in which 
meas- 
ure of success a skeleton dancing on a 
tombstone. Xylophones are used to indi- 
cate the rattle of bones against the marble 
slab covering the grave. The skeleton can 
stay out only until daybreak, however. At 
the moment the cock crows, hack he jumps 
into his tomb, the stone of which claps 
over him in a jiffy. All of this is most 
graphically illustrated by various instru- 
ments in the orchestra. 

The theme of horses in motion has ap- 
pealed to a large number of composers. A 
splendid treatment of this subject is to be 
found in a work of the great Richard 
Wagner, lying in that portion of “The 
Valkyrie’ known as the Ride of the Val- 
kyrtes. In his treatment of this composi- 
tion Wagner has produced with remark- 
able fidelity the neighing of horses, sounds 
of galloping hoof-beats and the impetuous 
progress of a company of riders. 

Next we have Tschaikowsky, who set 
himself the task of writing a composition 
for the pianoforte with the. troika as its 
motif. The trotka is a Russian vehicle to 
which three horses are harnessed in a 
single span. The middle horse, in the 
shafts, trots, but the other two, hitched at 
the two sides, gallop. The remarkable 
rhythm created in this way is most suc- 
cessfully reproduced; albeit the composi- 
tion is by no means easy to perform on 
the pianoforte. 


Heave Ho! 

HE LABORING of a ship in heavy — 

seas provided a theme for the fertile’ 
brain of Rimsky-Korsakoff, the notable 
Russian composer, in his “Scheherazade 
Suite.” The orchestra accompanies Sinbad 
the Sailor on one of his perilous voyages, 
and the howling of the tempest, as indi- 
cated by the wood-wind, is tremendous. 
At length, when the doomed vessel is final- 
ly sent to its destruction amidst a crash- 
i.g of drums and cymbals, every musi- 
cian, from the first violin player to the 
triangle player, is bathed in perspiration, 
whilst the conductor shares the fate of 
the ship—he is an utter wreck! 

It is not often the orchestra is called 
upon to imitate laughter as is the case in 
the third act of Gounod’s “Faust,” when 
Mephistopheles proffers Marguerite an 
ironical serenade interspersed with laugh- 
ter, which is echoed by the orchestra in 
true Mephistophelian fashion. 

An amusing instance of musical illus- 
tration occurs in the first act of Puccini's 
opera, “La Boheme,” where three of the 
characters grope their way downstairs 
from an attic studio. They stumble and 
swear in the darkness, but eventually reach 
the street unhurt. The hazardous descent 
cf each flight is cleverly suggested by the 
orchestra, one last profound note signaliz- 
ing their safe arrival. 

These are a few of the instances in 
which eminent composers have contrived 
to make the orchestra laugh, weep, neigh, 
gallop and even imitate cats and dogs. 
But it remained for Mendelssohn to make 
his orchestra bray like an ass. This he 
does in his incidental music to Shakes- 
peare’s “Midsummer Night's Dream.” The 
phrase typifies Bottom whose head was 
changed by the sportive Puck into that of 
a donkey. ; 

Flickering tongues of flame inspired the 
Feuerzauber music of “The Valkyrie.” 
Whilst this is less evident in the piano- 
forte arrangement, judicious orchestration 
has enabled Wagner to give a very real- 
istic version of his subject. 

All these different musical impressions 
are cleverly written, and there is no valid 
reason why dramatic material of every 
description should not be interpreted musi- 
cally. For the art of music is a living, 
breathing entity which readily adapts it- 
self to every changing condition, 


VIOLIN QuesTIONs ANSWERED 
(Continued from page 386) 


ot the seven positions, consisting of one hun- 
dred studies, but these works are somewhat 
difficult. 2. Violin teachers differ as to the 
order in which the positions should be stud- 
ied, but the great majority of teachers take 
up the study of the third position directly 
after the first. Nine-tenths of all violin 
music lie in the first and third positions. 


Piano for Harmony Study. 

M. R.—The use of a piano in connection 
with your studies in theory and harmony, 
is as you say, of great benefit. As you have 
no piano of your own, possibly ‘you could ar- 
vange with some friend for the use of one 
for two or three hours a week, or you could 
buy for a few dollars a small second-hand 
eabinet organ which would answer the pur- 
pose. 2. For practicing sight reading for 
orehestra work you might buy several or- 
chestra folios (the first violin part) and go 
through them, first, without stopping for 
mistakes, and later going back and studying 
the technie thoroughly. Practicing with an 
orchestra is also a great help for sight read- 
ing. 3. You ought to do a certain amount 
of practicing on the second yiolin parts as 


well as the first. You ean get second violin 
parts to orchestra folios for study of this 
kind. 


Violins on Approval, 

Cc. A. B.—In justice to 
Eercupe cannot undertake 
eertain makes of violins and other wusical 
instruments. This holds good also with re- 
speet to patented attachments and accesso- 
ries for the violin. 5 

If you are buying a violin the best way 
is to have some good firm send you several 
on approval at about the price you wish to 
pay and then select the one you like best. 


our advertisers THY 
to recommend auy 


Factory Fiddle. 

Pr. M. O.—The violin you name is probably 
a German factory fiddle, made for the export 
trade. I cannot judge its value without 
seeing it. ‘ 

I have never seen one of these violins. 
There are thousands of yiolin makers scat- 
tered, over the world, and it is impossible 
for us to keep a record of their names, loca- 
tions and the retail prices of their violins. 


“Tt is wrong to a:sume that good music means a kind of music. 
People do not say that good meat means beef and not mutton, or that a 


good' picture means a picture of a particular size and shape. 


Good music 


means a quality of music, and is compatible with any kind or species.” 


—Sir Henry Hanow. 


It identifies you as one in touch with the higher ideals of art and life, 


1¢ Isle of Beautiful Dreams, by Geof- 
sy O’Hara. 


Ve have previously remarked in these columns 
Introducing the composer of K-K-K-Katy 
ae y Old Home, Sweet Home, an 
e is No Death is as unnecessary as intro- 
ing Lindbergh or Babe Ruth or Thomas A. 
on. We all know of Geoffrey O’Hara, and 
ce at every. new composition which comes 
his pen. 
e Isle of Beautiful Dreams is a melodious 
of a very unusual and charming poem. 
are no “unvocal’”’ spots in the song, and 
hort elie make the breathing problems 
negligible. 
barcarolle means in the style—that 
the swing—of a boat song. 


is, 


\ 
nage, by Franz Drdla. 


mous internationally as 
omposer and_ violinist, 
is particularly well 
to readers of THE 
e, in the pages of 
many of his pieces 
first appeared, He 
born at Saar (Mah- 
in Moravia, in 1868. 
studied with Hellmes- 
at the Vienna Con- 
‘atory and later attended 
Prague Conservatory, 
in both institutions 
important prizes for 
lence. He is said to 
“perfect | mastery” 
the violin, his recitals. 
ng much lauded events | 
every instance. His compositions contain great 
hness of melody. 
“Badinage” means “playful raillery’’ or “ban- 


Franz Drpra 


hea bright A major theme contrasts well with 
in D major. 

is is a good radio number, like the majority 
Drdla’s compositions. 


J. 8. Bach 


oa By CHARLES SANFORD THRRY 


Two kinds of auctioneers can be discerned, 
e who cajoles, teases, bullies the mob into 
purchase, and one who points out the qual- 
ies of the goods, intelligently and simply, 
aving the customers to come to their own 
nelusions. If we might compare biogra- 
phers to auctioneers we would call C. 8. 
‘Terry one of the latter. 
He has spent many days wandering about 
the little towns of Weimar, Miilhausen and 
rnstadt, examining reverently the homely 
tta, of the composer, thumbing through 
ords in the old church and living with the 
le who are the descendants of Bach’s fel- 
wnsmen. Here he has taken many 
hots which make up largely the seventy 
some few portraits which enliven the 
res of this book. 
n errant whimsey makes us twinkle at 
e thought of one of the ancestors of the 
cust Bachs pelng killed in a drunken 
rawl—but here it is, tucked away in this 
me, a tiny rent in the pateh-work quilt 
the Bachs. Our auctioneer turns the folds 
ftly, to be sure, and does not overtly point 
1 e flaw, but he is an honest salesman 
cannot wholly ignore it. 
from keeping us from the purchase. this 
losure leads us _to become a bidder the 
readily. For does it not prove that. the 
is hand-made, with the warmth, the 
ue patternings and the capacity for wear 
ar which characterize all human stuff? 
" pages. 


$7.50. A 
Oxford University Press. 


fe _ Moussorgsky 


eo By Oskar yoN RipspMaNN 


a 
ged by pee officials who found it neces- 
for the inflation of their vanity that 
‘ y reports (on bills that have since 
to the discard) be laboriously copied 
d in hundreds of thousands. 
of neglected genius is not new. 
the first life of Moussorgsky to ap- 
no English, lends the modern note of 
gical analysis to the familiar details 
gle, isolation and slow dying. 
es. ‘> 


‘Alfred A. Knopf. 


——- Schumann-Heink 

Tue Last or tHe Trraxs 
«By Mary Lawton 

rl strug along in clumsy shoes. 
i 


e soon get a 
hweinefleisch. She 


_ EpucaTIONAL Stupy Notes 
(Continued from page 377) 


The Road of Used-to-Be, by Dorothy 
Stewart. 


To Irederick Maftens’ attractive verses the 
composer—who, incidentally is new to our pages 
—has joined a smooth and appealing musical 
setting. It is a “memory song’; and, as such, 
you should have little trouble in singing it with 
feeling. Few of us are so poor that we do not 
possess the riches of lovely memories. 

Do not breathe after “uncloses” (first phrase 
of verse one). The meaning would thus be en- 
tirely obliterated, Instead, breathe after “glow,” 
the complete sentence being: “To memory the 
past uncloses its golden and glam-’rous glow.” 


March of the Noble, by Frederick Keats. 


Among Mr. Keats’ many piano compositions 
are several excellent marches, of which this and 
the Processional March are perhaps the best. 

There is indeed a definite nobility to the E-flat 
theme, which justifies the use of the title. Play 
with breadth and with a majestic swing. 

The way in which the arranger gives the 
melody now to the primo and now to the 
secondo serves to increase the effectiveness of 
the melodic material. 

The_ “trumpet calls” —using 

> 


the rhythm 


-. 
} ; : 
@.@ 7—'n the early part of the march are 
good characteristic touches. 


Military Postlude, by George S. Schuler. 


Here is a highly “playable” organ postlude with 
martial themes in F and B-flat and with excep- 
tionally easy pedalling. Despite the latter con- 
sideration, however, do not attempt to use only 
one foot for al] the pedal notes: that method is as 
absurd as the analogous one of using only the 
thumbs and forefingers in typewriting. 2 

Notice the way in which Mr. Schuler extends 
the length of the section included in measures 
17-34, from the normal sixteen to eighteen. Such 
attempts to vary the “‘squareness’” of composi- 
tions are most praiseworthy. 


opera star, and, by dint of taking small 
parts, half-starving and always. struggling, 


succeeds in this also. 

A great opera singer decides to write a 
successful story of her life, and, by dint of 
simply being herself and talking as she na- 
turally talks, with emphatic and _ friendly 
open-heartedness, she again accomplishes her 
purpose. The book is enough to make some 
five million aspiring voice students brace up 
and look about them, if not for an immediate 
engagement, -at least for a handy monkey 
cage. 

390 pages. 

Numerous jllustrations. 

Price: $5.00. 

Publishers: The Macmillan Company. 


Music and Musicians of Maine 


By GeorGe THORNTON EDWARDS 


Redolent with good old Pine Tree State 
names, such as Cunningham, Sprague, Cobb 
and Webster, abundantly supplied with easy 
reference (by means of several indexes) to 
bands, choirs, churches, composers, teachers, 
clubs, quartets, orchestras and towns, con- 
taining a biographical section covering nearly 
two hundred pages and historical data be- 
ginning with the Paleolithic Period and end- 
ing with 1928, this volume, to say the least, 
is comprehensive, to say the most, is unique 
in its field, a record to be welcomed with 
enthusiasm by citizens of Maine, to be valued 
by all who want full knowledge of the prog- 
ress of music in this corner of our country. 
Let the other states be not far behind in 
bringing forward their contributions to the 
musical art. 

542 pages. 

Tllustrated throughout. 

Price: $7.50 

Publisher : 


Music at Midnight 


By MvurieL, Draper 

A play in which Casals, Tignry James, 
Thibaud, Bauer, Norman Douglas and Arthur 
Rubinstein participate cannot well end in 
failure, especially when it is interspersed 
with inimitable comie characters in the_per- 
sons of the pianist from Munich, the large 
lady with the harp and the Russian-Irish 
mystic, as well as Chester who likes pink 
food and Lily Braggiotti with her many 
naked babies. The stage direetor—or the 
hostess, as you prefer—has a flawless eye 
for color and form and the ability to foeus 
on characters and situations of unforgettable 
loveliness. 

From first to last, in reading of these 
six years of the life of Muriel Draper in 
London and Florence, one revels in unique 
descriptions and breathes of the misty glam- 
our of greatness. 


The Southworth Press. 


yy dint of clean- Price: $4.00. 

it. Many illustrations. 

with three ba- 237 pages. 

to become an Publishers: Harper and Brothers. 
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WESTMINSTER CHOIR SCHOOL 


JoHN FINLEY WILLIAMSON, Mus.D., Dean 


BEGINNING September, 1929, this famous Choir School (formerly ‘Dayton, 
Ohio) will become one of the group which forms The Ithaca Conservatory 
and Afhliated Schools. Three 
and four year courses prepar- 
ing students for responsible 
: church positions as . . . 


1 z 
pel a MINISTERS of 
sida A Sea MUSIC 
sm Hite, 3" 
EL an These thorough courses include 


both private and class instruc- 
tion beside sixty credits of col- 
lege cultural subjects. Degree 
of Mus.B.—also possibility of 
going on tour with the inter- 
nationally known WeESTMIN- 
STER CHOIR now on tour of 
three months in England and 
throughout Europe. 18 build- 
ings: dormitories, gymnasium, 
concert hall, infirmary. Fall term 
= ¥ Se opens September 19. 


«Py 
M0, \7, 
Meroe 


Address, 701 DeWitt Park, Ithaca, New York 


The FLETCHER MUSIC METHOD 
A beautiful art taught in a lovely way 


Devoted to the ideal of happy musical education for children. _ 
First to use objective apparatus and play in class piano instruction. 
Tested by thirty years of teaching. 


Send for circular giving full information 
Teachers’ Training Classes in Boston and Los Angeles __ 
Evelyn Fletcher-Copp, Originator 31 York Terrace, Brookline, Mass. 


a ee ee eee ee 
Etude Advertisements are Bulletins of Splendid Buying Opportunities 


EASTMAN SCHOOL OF MUSIC 


THE UNIVERSITY OF ROCHESTER 


Howard Hanson, Director 


An Endowed School Offering Complete Education in All Branches of Music 


Degree Master of Music 
Degree Bachelor of Music 


Collegiate Courses Lead to: 


Courses Leading to Eastman School Certificate (Diploma) 


Preparatory Courses Special Courses 


Student Symphony Orchestra—School Choruses— 
Chamber Music Ensembles—Opera Department— 
Course for Orchestral Conductors 


Courses for Motion Picture Theatre Organists 


FALL TERM OPENS SEPT. 16th 


The Eastman School Can Admit Only a Limited Number of Students 
to its Entering Class. Therefore 


Prompt Registration is Necessary 


to Secure Admission 


For Catalogue and Information Address Arthur M. See, 
Secretary, Eastman School of Music, Rochester, New York 


identifies you as éne in touch with the higher ideals of art and life, 
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PENN HALL--CONSERVATORY of MUSIC 
Summer Session,. June 17 to July 30 


Courses offered in 
PIANO, ORGAN, VOICE, HARP and THEORETICAL BRANCHES 


Credits toward Degree may be secured by Summer Work 


Normal course in Dunning System of- 
fered. System of Improved Music 
Study for Beginners, 

Descriptive circular sent 
quest. Moderate rates. 

Summer Hotel accommodations dur- 
ing June, July and August. 

Canocing, Horseback Riding, 

ming, Golf, Tennis. 


INSTRUCTORS 

Piano — ADELA LAUE-KENNEDY 
Chicago and Berlin, Germany 

Organ ~ MARGARET MACY 

New England Conservatory 


Voice — RUBY HERITAGE 
Julliard Foundation 
Harp — ELISE SORELLE 


Salzedo Ensemble and Trio 


upon re- 


Swim- 


PENN HALL, CHAMBERSBURG, PA. F.S. MAGILL, Headmaster 


Atlanta Conservatory of Music 


THE FOREMOST SCHOOL OF FINE ARTS 
IN THE SOUTH 


Advantages Equal te These Feund Anywhere. 
Students may enter at any time. Send for 
Catalog. GEO. FP. LINDNER, Director 


Peachtree and Broad Streets, Atlanta, Georgia 


LOUISVILLE 
CONSERVATORY 
OF MUSIC 


Summer and Fall Courses 
Given with Cooperation of 
the University of Louisville 


Have You Obtained Your Copy? 
PIANO DELIGHT 


Contains 47 Full-Page Excerpts of Piano 
Pieces in Grades from 1 to S, selected 
from the very best recent publications 


A Post Card Brings a Free Copy 
Tueopore Presser Co. PHILADELPHIA, PA. 


+ —— 


Member National Association Schools of Music 


MUSIC - DRAMATICS - ART | 
Catalog 626 S. Brook St., Louisville, Ky. | 


SUMMER NORMAL CLASSES 


For Teachers of Piano forte July 10 to 24, 1929 


Unusual opportunity! A private studio in | Asheville’s inspiring 
mountain atmosphere offers a comprehensive course in modern 


a) pedagogical methods, with practical demonstrations. Endorsed by 
eee 2 Thrushwood, the Cincinnati Conservatory of Music and many prominent mu- 
Welt emma Me Miss Laxton’s sicians. Eighteenth successful studio year. Third studio normal, 
=a charming Write for folder. 
3 Asheville 
. ae Studio. Kate Morton Laxton Srupio, AsHevittz, N. C. 


ESTABLISHED 1857 


PEABODY ONSERVaTORY 


BALTIMORE, MD. 
OTTO ORTMANN, Director 


One of the Oldest and Most Noted Music Schools in America. 


BRENAU 


A famous professional conservatory with modern col- 
lege dormitory advantages for women. Noted artist teach- 
ers, All branches with state authorized degree. Training 
for teaching and the concert stage. Opera. Public School 
Music, Appearances with orchestra. Demand for grad- 
uates. Near Atlanta. Ideal climate for outdoor life and 
sports. Catalog: Box M, GAINESVILLE, GEORGIA. 


CONSERVATORY 
DUNNING SYSTEM **z3ijis.S 


The Demand for Dunning Teachers Cannot 0 7 
be Supplied — Why? 


NORMAL CLASSES AS FOLLOWS: 


MRS. CARRE LOUISE DUNNING, Originator, 8 W. 40th St., New York City. 

KATHARINE M. ARNOLD, Arnold School of Music, 93 Madison Street, Tiffin, O. 

ALLIE EDWARD BARCUS, 1006 College Ave., Ft. Worth, Tex.—4609 Broadway, Chicago, Ill. 

EIZETTE REED BARLOW, 2742 Herschell St., Jacksonville, Fla. 

CATHERINE GERTRUDE BIRD, 658 Collingwood Ave., Detroit, Mich. 

GRACE A. BRYANT, 201 10th Ave. N., Twin Falls, Idaho. 

MRS. JEAN WARREN CARRICK, 160 E. 68th St., Portland, Ore. 

DORA A. CHASE, Carnegie Hall, New York City, Pouch Gallery, 345 Clinton Ave., Brooklyn, N. Y. 

ADDA C, EDDY, 136 W. Sandusky Ave., Bellefonte, Ohio, Wichita, Kansas, May 20th, Cincinnati, June 24th; 
Waterville, Maine, August. 

BEATRICE S. EIKEL, Kidd-Key College, Sherman, Tex. 

IDA GARDNER, 17 E. 6th St., Tulsa, Okla., throughout the season; Paris, France, Summer. 

es Sears 4 GLENN, 1217 Bowie St., Amarillo, Texe Classes, June 3rd, Amarillo, July 22nd, Colorado 

prings, Colo. 

FLORENCE E. GRASLE, Michigan State Institute of Music, Lansing, Michigan. 

HARRIETT BACON MacDONALD, 13434 Detroit Ave., Cleveland, O.; 6010 Belmont Ave., Dallas, Tex.; 1422 Bat- 
tery St., Little Rock , Ark. 

MRS. KATE DELL MARDEN, 61 N. 16th St., Portland, Ore. 

MRS. WESLEY PORTER MASON, College of Music and Arts .Dallas, Tex.; 10250 S. Wood St., Chicago, III. 

MRS. LAUD GERMAN PHIPPEN, 3435 Asbury Ave.,Dallas, Tex.; July 22nd, 1115 Grant St., Denver, Colo. 

ELLIE IRVING PRINCE, 4106 Forrest Hill Ave., Richmond, Va. Jan., June, Nov. of each Year. 

VIRGINIA RYAN, 1070 Madison Ave., New York City. 

STELLA H. SEYMOUR, 1419 South St. Marys Street, San Antonio, Tex. 

GERTRUDE THOMPSON, 508 W. Coal Ave. , Albuquerque, N. Mex., Normal Class June 4th. 

ISOBEL M, TONE, 626 S. Catalina St., Los Angeles, Cal. June, 1929 

MRS. H. R. WATKINS, 124 E, 11th St., Oklahoma City, Okla. 


INFORMATION AND BOOKLET -.UPON REQUEST 


Mr. and Mrs. Crosby Adams 
TWENT Y-SIXTH 
ANNUAL SUMMER CLASS 
FOR TEACHERS OF PIANO 
July 24th to August 8th, 1929 
MONTREAT, NORTH CAROLINA 


When you write to our advertisers always mention THE ETUDE, 
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Master Discs 
(Continued from page 350) 


glorified image of the composer himself. 
The substantiation of this they claim is un- 
questionably set forth in the fifth part of 
this work, where the Hero’s Works of 
Peace are heard. In this section Strauss re- 
quotes from his own works, and “indus- 
trious commentators have discovered twen- 
ty-three of these quotations.” 

This tone-poem is divided into six con- 
necting parts. The First, called The Hero, 
introduces his theme, “a chivalric and 
wide-arched phrase of extraordinary 
breadth and energy.” 
The Hero's Enemies, bespeaks his dissenters 
who are unquestionably “an envious and 
malicious crew, ‘rich in all uncharitable- 
ness.” The Third, called The Hero’s Help- 
mate, reveals the lady at first as coquettish 
and ‘capricious, but later more serious. 
Then, says Lawrence Gilman, the cele- 
brated critic, “the orchestra breaks into 
one of the most magnificent love-songs in 
all music.” Part Four is The Hero's 


. Battlefield, where he conquers only to find 


the world indifferent to his victory. Part 
Five has been mentioned above. Part Six 
is The Hero's Retirement from the World 
and the End of his Strivings. Were, Gil- 
man tells us, we are “reminded of the 
consoling presence of the beloved one. 
Then peace descends upon the Hero.” The 
close is both majestic and benign. (Victor 
Album, No. 44, five discs). 


Brahms’ First Symphony 
wa RSIS FINE reading of Brahms’ 


First Symphony has been issued by 


ks 


The Second, called 


Letrers From Etupge FRrRIENps 


Columbia. It is played by the Royal Phil- 
harmonic Orchestra under the direction of 
Felix Weingartnér. This eminent conduc- 
tor is an efficient musician who knows 
where to bestow solidity, virility or that 
touch of lightness to a score of epic great- 
ness. His is a loving hand—so it would 
seem to us—guiding the Brahmsian mel- 
odies through a most felicitous perform- 
ance. Stokowski’s famous reading of this 
work is undeniably a wonder performance, 
but, because of its plangency, his concept 
will bear repetition, in the long run, less. 
favorably than Weingartner’s more con- 
servative reading. It would be well, per- 
haps, for those who love this work to own 
both sets. Then the performance which 
fits the perfect mood could be better appre- 
ciated (Columbia Album No. 103, five 
discs). 

Tur Erupe wishes to recommend the 
following: Vienna Blood and Voices of 
Spring, Johann Strauss Waltzes, played by 
Koussevitzky and the Boston Symphony 
(Victor disc, No. 6903); Gold and Silver 
Waltz and Acceleration Waliz (on Odeon 
disc, No. 3244); Ecstasy Walts and 
Souvenir de Marie (on Odeon disc, No. 
3245). All four of these are by the same 
great “Waltz King” and are played by 
Dajos Bela and his famous Viennese Salon 
Orchestra. Then there is the issue of Bee- 
thoven’s Leonore Overture, No. 3, excel- 
lently performed by Hertz and the San 
Francisco Orchestra (on Victor discs, Nos. 
6906-6907 ) . 


Pa 4 
5 sents his proposition will easily cause the 
For More Systematic Practice child to decide in favor of lessons. But how | 
To THE ETUDE: may the prospect be reached? By explain- 


The following plan was devised to promote 
more systematie practice. First I divided 
my students into groups according to their 
grading. Then I listed their names (accord- 
ing to grades) on an attractive poster. At 
the lesson hour each student presents his 
note book in which I have previously written 
his lesson plan. As the child plays each 
part of his lesson (technic, studies, scales 
and pieces) I put a grade under each heading. 
If the average of the four grades does not 
fall below 85 per cent a large gold star is 
placed beside the child’s name on the poster, 
with the grade received written underneath. 
This method stimulates the students of each 
group to prepare their lessons carefully. 

At the end of every three months all of 
these students appear in a recital. Parents 
hearing their children thus frequently are 
stimulated to greater interest concerning the 
pupil's progress. It seems to incite “each 
parent to a deeper interest in the child’s 
public performance, and this parental pride 
in turn directs itself to a more careful seru- 
tiny of the child’s practice hours. 

At the last recital of the season I offer 
gold and silver medals to the individuals in 
each group who give the best public perform- 
ances. Three musicians not acquainted with 
the children are selected to judge at this 
performance. To avoid having some of the 
children work only on their recital pieces I 
require that the average of the term be above 
ninety-five before they can compete for a 
medal. 

At this time diplomas also are awarded to 
those students who have successfully com- 
pleted their various grades of work. (These 
medals and diplomas can be purchased from 
the Theodore Presser Company.) A small 
admission charge is made at each recital dur- 
ing the year, with which proceeds the medals 
and diplomas may be paid for. Interest of 
these recital programs is broadened through 
my codperation with the teachers of the 
grades and high school. Several readings, a 
one-act play or vocal numbers vary the 
monotony of the piano numbers. As a_ re- 
sult my recitals have been some of the best 
attended this season. 

VERLINE DECK 


Personal Letters Will Win Pupils for 
the Music Teacher 


ETUDE: 

Some teachers, in gaining pupils would, 
of course, prefer to depend upon the good 
word by mouth of their former students, but 
this suggests a policy of waiting which is 
not the wisest. There are some who main- 
tain it is unethical to follow any procedure 
that might suggest advertising for pupils. 
But, like the business man, the musie teacher 
cannot afford not to take necessary steps in 
attracting more prospects. 

The musie teacher who intelligently pre- 


SYKBES. 


To THE 


ing the object to authorities at the neighbor- 
ing public schools, access may be gained to 
the desired names and addresses. The child 
who. is studying earnestly at his daily 
school tasks will be an apt scholar for the 
music teacher. <A timely letter may be sent 
to such a one. 

Impossible results, of course, should not 
be expected from one letter. It will be the 
second reminder that will bring out the 
good work of the first. Yet a series of per- 
sonal letters, will reveal the full possibilities. 
Remember that every child is a good “‘pros- 
pect.” 

The personal letter will serve materially 
to keep the ambitious instruetor more occu- 
pied. If he or she finds it more convenient 
to let’ someone else attend to the work of 
interesting new prospects, then a_ capable 
assistant should be invested with the sole 
responsibility. However, the work must be 
done properly to insure the maximum re- 
sponse and it is advantageous to keep a_ 
record of the results. Then those prospects — 
who are not responding can be followed up 
from time to time. 

A child dees not take readily to a Jong 
letter, yet an appeal should not be so short 
as to seem. curt. It should have the “‘per- 
sonal touch.’ It should be written interest- 
ingly, with the child ever in mind, to in- 
duce action on his part. This makes evi- 
dent the necessity for the use of short, sim- 
ple words. 

The child should be made to see the ad- 
vantages of a musical education. Then the 
fact may be pointed out that he can learn 
more quickly under the careful observation 
and proper direction of an experienced tutor. 

The musie teacher should not be hesitant 
in experimenting with the possibilities of 
the personal letter. If it is found that suf- 
ficient responses do not follow the mailing 
of the appeals to the clildren, then the 
parents’ interest should be sought. Or, the 
parents and their children may both be ap- 
pealed to individually. This will insure the 
best possible results. 

The letters intended for the parents may 
be longer, and may embrace specific messages. 
It should be pointed out that the children 
will profit, both from an educational and a 
financial standpoint, by being able to master 
some musical instrument. Letters may in- 
clude a stamped postal card for the purpose 
of filling out, the information thus furnished 
being of use for later solicitations. 

The card may contain such questions as: 
“Does your child now play a musical in- 
strument?” “If so, what kind?” “Would you 
like to discuss with us the matter of music 
lessons for your child?” and “Do you know 
of children who might be interested in our 
music lessons?” The individual musie teacher 
can add such other questions as his par- 
ticular situation may require or suggest. In 
any case, the appeals should be made _ per- 
sonal, WRANK FAULHABER, 


It identifies you as one in touch with the higher ideals of art and life, 


1. What is meant by pesante? 
2. What was the nationality of Handel? 
___3. Who wrote the opera “Madame But- 
terfly” ? 
_ 4, What is a rest? 
) 5. When did Bach die? 
_ 6. What is an augmented fourth from 
ot? ; 
_ 7. What are the instruments in the wood 
wind section of a symphony orchestra? 
8. What is a rondo? 
9. For what is Gluck noted? . 
10. From what is this taken? 


(Answers on next page) 


Ghe Little Fingers 


By STELLA WHITSON-HoLMEsS 


n i Ten little fingers went to play 
Upon a keyboard white. 

To learn their lessons properly, 

— ——* They played with all their might. 


And now, I'll tell you how they looked, 
-—-For they were young, you see; 

; _ And all were very different, 

Like those of you and me. 


a 
First, one was short and very broad, 
¥ And strong, youd better know! 
A very loud and heavy tone 

ee He'd make with every blow. 

7) 

| ws The next could lift himself so high 
_—s- He'd feel himself quite free, 
And he was longer, and he moved 
| «Quite independently. 


‘The third was quite a giant tall, 
But could not step so high 

Unless he had the company 

Of one quite closely by. 

But one, so tightly bound was he, 

| His playing was so poor, 

_ The arm must throw some weight on him 

To strengthen him some more. 


And one so dainty and so small 
Vas neither weak nor strong, 
But was a lasy little chap, 

‘ HW Zho yet must plod along. 


se little troubles, as you see, 
different and so many, 

quite the same for you and me, 
4s for our John and Jenny. 


er studies all must play, 
ppendence get. 


dears, but that some day 
nder classics yet? 
tA mf ‘ *” 7 & 


Music in Other Lands 


By HELEN OieHant Bates 


“Ox Moruer! cried Nancy, as she re- 
turned from her lesson in great excitement, 
“I have won the medal for the best work 
this year!” 

“I’m proud of you, Nancy,” replied Mrs. 
Clemens, “and because you have worked 
hard all year, ’m going to take you on a 
big trip to see and hear some of the music 
in other parts of the world.” 

So, days of preparation, packing and 
sailing rushed by, and before long Nancy 
and her mother were drawing into the 
beautiful harbour at Naples. They went 
first to see the museum where the relics 
of Pompeii are kept. Nancy was quite 
bewildered at the many things to study. 

“Here, little lady,’ said the guide, “are 
some tickets that were used way back in 
the days of Pompeii, years and years ago. 
You see, they are carved of stone. Not 
like our paper tickets today, are they? 
These little skulls were tickets for those 
who did not pay for their tickets and were 
called ‘dead heads.’ The tiny violins were 


tickets for those who sat near the stage. 
These plain round ones were for those 
who sat farther back on the first floor, 
and these pigeons were for those who sat in 


,9» 


the gallery or ‘pigeon roost. 


From Naples Nancy and her mother 
hurried up to Pisa, the city which is cele- 
brated for its leaning tower. But Pisa 
has other wonderful things besides the 
leaning tower, and one of them is the 
Baptistry, a beautiful building ornamented 
by a great deal of hand carving in both 
wood and stone.. When Nancy and Mrs. 
Clemens entered the Baptistry, the guide 
sang the notes C, E, G. The echo sounded 
like the tone of a great organ playing a 
chord. Nancy could hardly believe that 
the full, rich chord which she heard had 


come from the man singing the notes C, E, 
G. It is a rare instance of an echo being 
grander than the original sound. 

The next stop after Pisa was Venice, 
the city of canals and gondolas. 

“Are we going to the concert in a gon- 
dola?” asked Nancy excitedly. 

“Yes, we shall go in a gondola,” replied 
her mother, “and we shall stay in the gon- 
dola all during the performance.” 

“My, that will be funny, to have your 
seat at a concert in a gondola!” said Nancy. 


When Nancy and her mother were ready 
to go, they stepped right from the hotel 
steps into the gondola, and the gondolier 
rowed them into the grand canal. Here 
they saw several serenade gondolas which 
were made with a platform and were 
lighted up with Japanese lanterns. The 
gondolier rowed Nancy and her mother 
near one of the serenade boats and lined 
up alongside some of the other gondolas 
that had come to listen. One of the per- 
formers on the platform of the serenade 
boat was singing strains from the opera, 
“Rigoletto.” 

As the gondolas rocked in the waves they 
seemed to keep time with the music and 
with each other. After several songs had 
been sung by different members of the 
serenade company, a man from the sere- 
nade boat stepped from one gondola to 
another passing the hat to all the listeners 
for voluntary contributions. After the hat 
had been passed some of the gondolas 
drew out and went away, leaving room for 
new-comers who were waiting to draw up 
close. All who remained would be ex- 
pected to make another contribution when 
the hat was passed again. 

From Venice Nancy and her mother 
went to Lucerne where a great national 
singing festival was being held. People 
from all over Switzerland were gathered at 
Lucerne to compete for prizes in singing, 
flag throwing and alpine horn blowing. 
The alpine horn is a long horn which the 
mountain climbers use in giving signals to 
one another in the mountains. 

The Swiss mountain climbers are the 
best yodlers in the world. To yodle means 
to change suddenly from the natural voice 
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to the falsetto voice which is above the 
compass of the natural voice. Flag throw- 
ing is a sport of the Swiss people. The 
idea is to throw the flag high in the air 
in aS many positions as possible. It is 
considered quite a disgrace to let the flag 
fall instead of catching it as it comes 
down. 

“Oh it is wonderful,” said Nancy to her 
mother, “to see the customs, and hear the 
music of other nations!” 


he Thump wins and 


the Expression Fairies 


By Eucentg F. GLuckert 


“Dororuy,” pleaded Mrs. Black, “please 
do stop that awful thumping. I always 
get such a headache when you practice. 
You are only hurting yourself, besides 
making everything you play sound alike 
and ugly.” 

“But, mother, I can’t help it. My fingers 
just go that way,” answered Dorothy, 
commencing to bang louder than ever. 

That afternoon, while she was reading, 
her mother’s words came back to Dorothy 
and, try as she might, she couldn’t forget 
them or get interested in her book. Sud- 
denly she found herself sitting by a road- 
side listening to an awful thumping. She 
looked quickly about and saw two funny, 
fat boys, one black, the other white, like 
piano keys, coming towards her. 

“Hello, Dorothy,” exclaimed the white 
one, when they had come uptoher. “Greet- 
ings to one of our best friends.” Then 
noting Dorothy’s look of surprise, “Why, 
don’t you know us? My name is Bing, 
and my brother’s is Bang. We are the 
Thump twins.” 

“By the way,” interrupted his brother, 
“how about your coming home with us for 
supper, Dorothy ?” 

Dorothy agreed. Each took a hand 
and thumped, thumped down the road in 
the direction of a very tiny cottage. When 
they arrived Dorothy saw that it stood in 
the midst of an untidy garden fenced 
with bars of music. Music notes were 
planted all over, almost growing wild; and 
the funny part of it was that they all 
looked alike, though their stems were dif- 
ferent. The front door to the cottage was 
a G clef, while the rear door was a Bass 
clef. The curtains were sheets of music. 

The twins’ mother resembled a large, 
loud piano pedal, and they called her 
Boom. She immediately set about getting 
the supper, but she made so much noise 
when she set down the various pots and 
pans and dishes that the house fairly shook 
and Dorothy began getting a headache. 
The two boys showed her over the cot- 
tage until the meal was ready. 


(Continued on next page) 
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THE BTUDE- 


Little Biographies for Club Meetings 
No. 19 


Saint-Saens 


SaINT-SAENS seems to bring musical 
history right down to our own times, as 
he died as late as 1921—and even some of 
the Juniors can remember that long ago! 
3ut it is because he lived a long life that 
he seems so modern, for he was born in 
1835. Of course, he was French, for his 
name, Camille Saint-Saéns, could not be- 
long to any other country. 

He began to study music when seven 
years old, which is not an early age for a 


genius (Mozart was playing in public 
when only six!), but he showed great 
talent and. made rapid progress, writing 


his first symphony when he was sixteen. 


He entered the Paris Conservatoire 
where he studied piano, organ and com- 
position, and afterwards played a great 
deal in public, touring over Europe. He 
became organist of the beautiful and 
famous Church of the Madeleine in Paris. 
All Americans, when they go to Paris, go 


to see this beautiful’ church which is built 
in the style of Greek architecture. 

As in the case of Gounod (JuNtor 
Erupe, February) Saint-Saéns wanted to 
write operas, as the French people at. this 
time considered opera one of the highest 
forms of composition. So, although he 
was in the front.rank of pianists and or- 
ganists and gave concerts all over Europe 
and was becoming well known as a com- 


poser of smaller works, he nevertheless 
turned his attention to writing operas, 
hut without much success. Then, after 
a few unsuccessful operas, he produced 


“Samson and Delilah,” 
which is built around the Biblical charac- 
ters and the falling of the Temple. This 
opera has become exceedingly popular, and 
it contains many beautiful melodies. 

He wrote also several symphonies and 
plano concertos, and also became well 
known as a conductor and-as a writer of 
musical criticism. He toured America in 
his seventieth year, creating a very fine 
impression wherever he went. 

Some of his compositions that you can 
play at your club meetings are: 

My Fleart at Thy Sweet Voice, aria from 
“Samson and Delilah,” arranged for piano 
by Mero. 

The Swan, arranged for four hands by 
Felton. 

March Militaire, from “Algerian Suite,” 
for four hands. 

Prelude to “The Deluge,” 


his sacred opera, 


for violin. 


Questions on Little Biographies 


1. When was Saint-Saéns born? 

2. How long did he live? 

3. What is his popular sacred opera? 

4. In what musical activities did he en- 
gage? 

5. In what famous church was: he the 
organist? 


Dear Junror Erune: 

I take lessons on the piano and_ violin, 
and my sister takes piano. She is trying 
for the piano in the school orchestra that 
is being organized. Some day I hope to 
play well enough to do this, too. 

From your friend, 
MARGARET VANDERWILL, 
(Age 11), Kansas. 


Dear JuNtior EtupeE: 

I take harp and piano lessons and have 
never been allowed to play jazz. We have 
a club called “The Talent Club.” It is 
composed of sixteen girls from eight to 
eleven years of age. We give a program 
once a month, and every member must 
part. Three play the violin; one 
one plays ’cello; one plays harp; 
two give readings, and the 
We get our composers’ 


take 

sings; 
one dances; 
rest play piano. 


biographies and other help from the 
Junior Erune. 
Irom your friend, 
VirGiniA JANE Hart (Age 19), 
Indiana. 


Dear JuNIor Erupve: 

Twice a month | travel one hundred and 
thirty-two miles by railroad for my music 
lesson. That makes two hundred and six- 
ty-four miles every two weeks. But I am 
certain that I can stand that, if I really 
want a successful musical career. In a 
recent examination in the theory of music 
I passed with honors. Every day I teach 
also and sometimes at night. So my time 
is pretty well filled. 

From your friend, 
Doris Jacoms (Age 16), 
Canada. 


Drar JuNntor Erupe: 

I have taken piano lessons for four 
years and have received a medal from my 
teacher. We take our examinations at the 
London College of Music. I hope to get 
a pupil to teach this year. I am going to 
high school. 

From your friend, 
AxicE MAcrRAg, 
(Age 13), Canada. 


something different. 


he Chump Gwins 


(Continued from page 397) 


Dorothy was very hungry, but the others 
ate so greedily and noisily that she didn’t 
get a chance at all. Finally Mother Boom 
suggested ‘that her boys play for their 
guest. Accordingly Bing went to a cute 
little piano in the corner and began thump< 
ing so hard that Dorothy’s head~nearly 


split. Then Bang said he could do much 
better. He did indeed, as far as thump- 


He thumped and thumped until 
though too polite to say so, 
wanted to ask him to stop or else play 
He really was play- 
ing different pieces, but they sounded all 
alike to her. She began wishing he would 


ing goes. 
Dorothy, 


let her play. She wanted to show him 
how. She wouldn’t thump any more. No, 


not after that. 

No sooner had Dorothy begun wishing 
and made her resolution than the scene 
changed and she found herself in a heau- 
tiful palace. She peeped into the court 


room where hundreds of fairies with beau- 
tiful gowns of various hues danced lightly 
about. She knew at once that they were 
the Expression Fairies. 

When they spied her they danced about 
her exclaiming, “Have you decided to play 
for us? Softly and with expression so 
that we can dance?” 

Dorothy nodded. “Yes, I’m never going 
to thump any more.” 

The fairies were delighted. “We do love 
so to dance, but every time a boy or girl 
thumps so dreadfully we can’t, you see, 
and it is really a punishment for us.” 

“Here, keep this always,” said one par- 
ticularly beautiful fairy. “It is the two- 
fold gift of Persistence and Obedience.” 

Just then Dorothy heard a loud bang. 
She started up. She had fallen asleep and 
her book had now fallen to the floor. She 
made her way to the piano. 

“I’m going to play so that the fairies 
can dance, from now on,” she whispered. 


Answers to Ask Another 


1. Pesante means “heavy—to be played 
in a heavy manner.” 

2. Handel was German, but spent many 
years in England. 

3. Puccini. 

4. A beat, or part of a beat, produced 
silently without tone. 

5. Bach died in 1750. 

6. C double sharp. 


Umbrellas to Tyend- 


7. Piccolo, flute, oboe, English horn, 
clarinet and bassoon (and sometimes bass 


clarinet and contra-bassoon). 


8. A form of composition in which the 
principal theme occurs at frequent inter- 
vals (between other themes). 

9. For writing operas and making re- 
forms in the opera-writing of his time. 

10. Schubert’s “Unfinished Symphony.” 


Cinware to Tylend 


By Orca C. Moore 


ety A 


a 


ot ees 


Um-brel-las to mend! 


Of all the men that I have heard 
Cry wares upon the strect, 

This mender of umbrellas 

And tin-ware has them “beat.” 
He is a very dark-faced man, 
Has black eyes and mustache. 


Tin ware to mend! 


FTe’s portly, holds himself crect, 
And has the grandest voice! 

Hfis tones are most melodious, 

So rich and deep, and then 

I like to hear him roll the “r,” 
When he says, “Tinware to mend!” 


JUNIORS OF EDGEFIELD, S. C., IN COSTUME FOR PLAYLET, “SCENES FROM THE 
LIFE OF SCHUBERT.” a 


j 


ime 


ated 


a 


Juntor Etupe will award three 
‘tty prizes each month for the best and 
test original stories or essays and an- 
swers to puzzles. 

Subject for story or essay this month— 
‘Taking Care cf the Voice.” Must contain 
t over one hundred and fifty words. Any 
or girl under fifteen years of age may 
compete whether a subscriber or not. 
All contributions must bear name, age 
nd address of sender written plainly, and 
must be received at the JuNior Etupe 
Mffice, 1712 Chestnut St., Philadelphia, Pa., 


Playing Hymns 
(PrizzE WINNER) 


pA HYMN is.a piece of sacred music in 
raise of God, and should be played or 
ag as such, not in a careless manner 
vithout fervor. Hymns from different 
ands have been collected and put in books 
Med hymnals for use in church. Most 
ymns are very old, having been handed 
down to us in the same way as folk-songs. 
“Hymns may be played by almost any in- 
strument, but the organ and piano are the 
best suited for this type of music. When 
playing hymns, great care should be taken, 
if accompanying singers, to keep together, 
distracting sounds will result. When I 
play hymns on the piano [ try to play slow- 
ly and majestically. Special arrangements 
| have been made of hymns for bands and 
orchestras, 
Martin J. Cook (Age 12), 
he Michigan. 


King’s Plove Puzzle 
_ By E. Mendes 


By BEGINNING at any certain number and 
llowing the King’s move in chess (which 
one square at a time in any direction) 
e names of six musical instruments will 
found. The path from one word to 


used twice. This is a good puzzle, so 
get your pencils and papers. 


% REO NY 


PrizE WINNERS FOR FEBRUARY 
PUZZLE 
Aesrotine Ford (Age 15), Massachusetts, 
aroline McGee (Age 13), South Carolina, 
ary Lippy (Age 10), Maryland. 
ANSWER TO FEBRUARY PU2zZLE 
I-T-aly 
V-E-rdi 
~ Ba-C-h 
Tann-H-auser 
Ma-N-ru 
Viol-I-n 
Ma-C-Dowell 


J untor Etupe: 
I am very much interested in music of 
s. I am in the fifth grade of music 

have played at a great many concerts. 
muld like to play in a theater and hope 
day to study pipe organ. I have ac- 

ied a great many singers and instru- 
s, but as I am a bookkeeper and 

her I shall not be a music teacher. 

e to read about the great com- 

ss, I have over three hundred pieces 

. all of which I can play. 

_ From your friend, 

_Myrtie Epwarns (Age 16). 

Canada. 


all Ky 
¥ 


Junior ErupEe Contest 


before the tenth of May. Names of prize 
winners and their contributions 
published in the issue for August. 

Put your name and age on upper left 
hand corner of paper, and address on upper 
right hand corner of paper. If your con- 
tribution takes more than one piece of pa- 
per do this on each piece. 

Do not use typewriters. 

Competitors who do not comply with 
ALL of the above conditions will not be 
considered. 


will be 


Playing Hymns 
(PrizE WINNER) 


A.THoucH hymns are generally techni- 
cally easy, the playing of them is really an 
art in itself. Many organists in the 
churches think that they must be played 
slowly. This is true, in a measure, but 
hymns are not meant to be dragged. There 
are many beautiful ones which, if played 
too slowly, lose much of their spirit. An- 
other point in the playing of hymns is 
expression. They should not be played too 
loudly except in a few cases. Careful 
following of the words helps one to under- 
stand the meaning of the hymn, and there- 
fore the musical expression is more clear 
to the listener. A hymn played well shows 
that the player appreciates sacred music. 

Srirtey Baraw (Age 13),: 
Vermont. 


Playing Hymns 
(PRIzE WINNER) 


SOME HYMNs are solemn and some are 
more happy, but all should be played with 
reverence and feeling. When playing them, 
remember they praise God and are not 
just ordinary songs. We should not reserve 
the playing of hymns for Sundays only 
but should play them often and become 
familiar with them. We always think of 
our prayers as a sacred rite, and so they 
are. But we should try to play our hymns 
so beautifully that they would become just 
as sacred fo us as our prayers. Playing 
hymns is also a help to us in a musical way 
because they are of the better type of 
music. The playing of hymns also helps 
other people, because those who can not 
play but can sing when accompanied learn 


to know and love the hymns through 
others’ playing. 
CATHERINE GREEN (Age 13), 


South Dakota. 


HonoraBLeE MENTION FOR FEBRUARY 


Essays 

Mary Anne Nevins, Helen 
White, Eva V. Arnold, Muriel Burr, Ruth 
Hermsen, Florence Steuteyille, Jean Grant, 
Virginia Lawers, Rachel Clark, Doris MHar- 
vey, William Schmidt, Henry Engelhardt, 
Ben F. Christian, Katherine Green, Leona 
Ifollick, Caroline MeGee, Mary Louise Beaty. 
Frances Jo Ware, George Contor, Ruth 
Stringer, Mabel Wesslen, Betty Blass, Pearl 
Mitchell, Mildred Brin, Kathryn E, Smith. 
Rotbert Blunt, Betty Modley, Mildred Sand- 
ers, Shirley Barnwell, Helen Swan, Arleen 
Wilson, Wiley Dayton Gamer, Alida Velle- 
kamp. Mary Louise Roberts, Madeline Nel- 
son, Hfelen Cummings, Barbara DeLong, Max- 
ine Dorweiler, Lena Witsek, Lucile Cockrell, 
Belle Beloff, Ella Peters, Vivian ‘Taylor. 
Gladys Gelhaus, Juanita T. Gibbons, Eugenia 
M. Cockrell, Alice Kent, Eloise Wandling. 


Nadean Conley, 


HoNORABLE MENTION FOR 


FEBRUARY PUZZLE 

Mary Lippy, Nelson vie 3 Virginia Erd- 
man, ‘Frances Robinson, Catherine MeCand 
less, Vivian Taylor, Hlizabeth Mastin, Chloe 
Roberson, Gertrude Heskins, Marie Becker. 
Virginia Dodge, Elizabeth Mitchell Bell, Rob- 
ert Winters, Helen Hopkins, Mary Virginia 
Masterman, Doris Goldman Katherine Lec, 
Hope Patterson, Victor Taylor. 
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Take Subscriptions for 


THE ETUDE 
Obtain These Valuable Articles 
— Absolutely Without Cost — 


You may easily and quickly obtain these fine awards by simply 


securing adequate new subscriptions for THE ETUDE. 


Many of 


your friends will gladly subscribe on request. Just send the orders 
with $2.00 each to us. Return mail will bring the award you prefer. 


It’s Easy! 


Begin Today! 


ATTRACTIVE BREAD TRAY 


Asa gift or for your personal use, this Farberware Bread Tray with a fancy hinged 


handle is most desirable. 


The tray is 13 inches long and 6)4 inches wide, and is 


awarded for TWO NEW SUBSCRIPTIONS. 


SMOKER’S SET 


‘ > 


Consists of four pieces—a 6 inch round 
solid brass Tray, an amber glass Cigarette 
Holder and Ash Receiver trimmed in brass 
with a Brass Match Box Holder. ONLY 
ONE NEW SUBSCRIPTION required. 


CANDY DISH 


Useful and most attractive, this nickel 
plated Candy Dish has a three compartment 
tinted glass lining and is 7! inches in diam- 
eter. Requires TWO NEW SUBSCRIP- 
TIONS. 


SANDWICH TRAY 


Especially desirable is this Sandwich Tray. 


It has a Golden 


Maize China Plate center, a bright, fancy nickel rim and a hinged 


handle. 


You will be delighted with it. 


Let us send you one in 


exchange for THREE NEW SUBSCRIPTIONS. 


BURNS BREAD KNIFE 


Recently patented, this Bread Knife has a special serrated edge, producing a 
clean cut, even slice without tearing the bread or making crumbs. It is 13%4 inches 
long, has a Cocobolo wood handle and requires only ONE NEW SUBSCRIPTION. 


FLASHLIGHT 


i \) er 


DUETS i) 


Complete with bulb and bat- 
tery, this full nickel Flashlight 
fills an ever present need and 
makes a fine gift. ONLY 
THREE NEW SUBSCRIP- 
TIONS required. 


LS WA Nn 


oy 


EVERSHARP ‘PENCIL 


Ever sharp and ever handy, 
this heavily silvered Pencil is 
most desirable. TWO NEW 
SUBSCRIPTIONS 


g@— 


required, 


Send All Subscriptions With Payment to 


THe Etrupe Music MaAGaZINe 


$2.00 a Year — 


1712-14 CHESTNUT STREET 


Theodore Presser Co., 


Publishers — $2.00 a Year 


PHILADELPHIA, PA. 
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FOR THE MONTH OF JULY, 1929 


(a) in front of anthems indicates they are of moderate difficulty, 
while (b) anthems are easier ones. 


Date MORNING SERVICE | EVENING SERVICE 
PRELUDE PRELUDE 
Organ? Allegretto” 2.2 i. «0%. Commette Organ: Valley of Dreams..... Hopkins 
Piano: Canzonetta... . Meyer-Olbersleben Piano: Peace at Eventide 
Communion Service in G....... Marks Lautenschlaeger 
S ANTHEMS 
E (a) He Shall Feed His Flock ANTHEMS 
V Handel-Hanna (a) The Angéls’ Song.. . Wagner-Hanna 
E (b) The Splendor of Thy Glory, ree (b) His Almighty Hand......Hamblen 
SOR <aatarelsteaenece melee, ee aerate e' > vutkin 
a OFFERTORY OFFERTORY 
Saviour, Like a Shepherd Lead Jesus, Lover of My Soul..... Rockwell 
H Us Ai, petate ate aus aiokmmet eeanete Nays Mohr (Duet) 
(T. solo) 
POSTLUDE POSTLUDE ; 
Organ: March Processional...... Loud Organ: Triumphal March....... » White 
8 
Prano:). Wartionrs ssong@an wer cs Heller Piano: By the \Brooks.ec voces Boisdeffre 
PRELUDE ene ey vie. 
van: > Shadow 1 Organ: Moonlight on the Lake...Marks 
F Sea hota : seep iis Loncwideer Pianos).Day sind’? .f.< cee Protiwinsky 
y Piano: Album Leaf. .Meyer-Olbersleben ANTHEMS 
ANTHEMS (a) Lord of Our Life.......Timmings 
R Gi) eve Divineme nas. weorecs send Storer (b) My Soul is A:Thirst for God 
Th (b) O Clap Your Hands Together... Tily Roberts 
E (Men’s voices) OFFERTORY 
E OFFERTORY Saviour, Breathe an Evening Blessing 
i s tyatt 
x Be (Strlliscieres, ears Cray Wooler (S. Solo) 
H POSTLUDE POSTLUDE 
Organ: Badinage ...1.....-- Timmings Organ: Church Festival March. .Stults 
Piano: Larghetto ...... Mozart-Schuett Piano: The Broken Melody...... Biene 
PRELUDE PRELUDE 
ay Organs: Blea cites oe ce ate ee a Lacey Organ: Tender Thoughts... Engelmann 
W Piano: Slow Movement from the Piano: All Nature’s Lullaby....Strang 
E “Unfinished Symphony”... ..Schubert 
N ANTHEMS se Aria ie eet 
2 Pepe) 80 1S mo batercstacuctoo OG Pike (a) The. “World’s "Prayer ....2..0. adman 
LS 3) Sa aarae ee de tls. Dame Pike (b). Lead’ Us, O Father. .ois.; Roberts 
= OFFERTORY OFFERTORY 
Fp ST ebbord is Mt Light een Ambrase..f-% Shall be--Satished to Tenses. Hyatt 
I (Due (B. solo) 
R POSTLUDE 
S Organ: Introduction to Act III, POSTLUDE 
T TNOWCHGTAN, Wise stats) opetarn’ palette Wagner Organ: Processional March......Stults 
Piano: Alla Marcia............Schytte Piano: Wanderer’s Night Song..Heller 
T PRELUDE PRELUDE 
W Dawns of seeaGe ame ise. + abet Williams Organ? An wOld “Portraits. ses Cooke 
E (Violin, with Piano or Organ) Piano; Romance. .:.. 02... Rachmaninoff 
N ANTHEMS ANTHEMS 
T (a) Hold Not Thy Tongue, O God (a) O Sing Unto the Lord..... Baines 
McDonald (b) Eventide Lambrecht 
ay (b) “Dheretisvaweandvot Pure Delishtres | Sco one citee § nat cee ee 
- Morrison OFFERTORY 
E OFFERTORY Serenade .......,Rubinstein-Hartmann 
1G We Thank Thee, O Father..... Barrell (Violin, with Piano or Organ) 
G Cope POSTLUDE 
H POSTLUDE Organ: My Heart, At Thy Sweet Voice 
T Organ: Postlude Pomposo......Schuler : ‘ Saint-Saens-Lemare 
H Piano: Stand Up for Jesus.Webb-Martin Pianas CAVAGRA, Vos. s.aiers-e sieeealen Raft 
Anyone interested in any of these works may secure them for 


examination 


rn 


Teachers! 


upon’ request. 


bc 


Let us send to you without cost Booklets 
and Lists giving information upon the 


MOST EXTENSIVELY USED TEACHING MATERIALS 


Every Teacher will find this information Valuable and Helpful 


Just ask us for our “booklets and lists giving information upon the most 


extensively used teaching materials” 


and if there are any particular 
teaching problems now confronting you do not hesitate to ask for our 
suggestions solving those problems. Always remember that the Theodore 
Presser Co. stands ready to give the teacher every possible service. 


We also carry the World's largest stock of music publications 
and our direct-by-mail service is unequaled 


THEODORE PRESSER CO. 


1712-1714 CuestNuT STREET 


PHILADELPHIA, Pa, 


THE ETUDE 


EDUCATIONAL “STUDY NOTES ON MUSIC 
IN THE JUNIOR ETUDE 


By EpcAr ALpEn BaRRELL 


Fun for ‘All, by A. Louis Scarmolin. 


One of the most successful 
composers of music for rhyth- 
mic orchestra is Mr. Scar- 
molin, who lives in New Jer- 
sey. Ilere is a merry march, 
in the key of one sharp, 
which you ‘will all like. 

Con brio is another of 
those funny Italian expres- 
sions, and means with spirit 
and vivacity. 

The following paragraph 
will interest you. It is from an article, by | 
Lilian Vandevere, which appeared in a_ recent 
issue of THe Erupe. 

“Participation in the toy orchestra work is 
the best sort of training in the accuracy of 
attack and release. A tardy drum beat, a lag- 
ging chime from the triangle, stand out so ob- 
viously that the small player, in his chagrin, 
bends every effort to prevent a repetition of the 
mistake, All this drill, besides being interesting, 
is invaluable in developing ideals of clean-cut, 
precise work along all musical lines.” 


Song Birds Return, by Wallace A. pels 


Play the grace notes on 
the beat, and as though the 
two fingers were put down 
almost together. Such notes 


are sometimes called ‘“‘crush 
notes.” 
If your eyes are bright 


ones you will see the straight 
line over the notes on the 
second beats of measures one 
to four; and if your brains 
are alert ones you will re- 
member that this straight line denotes an accent. 
The bass melody in the middle section is 
simple to play, but must be made to “sing.” 


Swing High, Swing Low, by Walter Rolfe. 


There are only two left 
hand fingerings in the first 
half of this waltz: 5-3-1 and 
4-2-1. Quickly learning these, 
therefore, you will be able 
to devote all your attention 
to performing the right hand 
part with smoothness and 
expression. 

Walter Rolfe’s nice pieces 
often appear in the JUNIOR 
Erupe and always find a 
delighted audience among its readers. 


Skipping on the Lawn, by Robert Nolan Kerr. 


Strange as it may seem, 
the only really hard measures 
in this little sketch are the 
two introductory ones. The 
first two notes are played 
with the right hand, the next 
two with the left, the third 
pair with the right, and the 
last bass note with the left. 

Correct phrasing—especially 
when the phrases cross the 
bar lines—is to be insisted 
upon by the teacher. 

The piece is in two sections, both equal in 
length (sixteen measures), and then the first 
is repeated, ‘ 


Spanish Dance, after Moszkowski. 


A story of the career of 
this noted European com- 
poser of the past is printed 
in another column, 

You will have no trouble 
in conjuring up a Spanish 
atmosphere when you play 
this pretty dance; and, in- 
deed, one can almost, when 
listening carefully, hear the 
clap, clap, clap, of castanets, 
those queer little wooden in- 


struments of percussion, a pair of which the 
dancer holds in each hand. 
In the thirteenth and_ fourteenth measures 


there is special phrasing that you are to notice. 
The first theme of the dance is in C, the 
second is in A minor, In the latter, bring out 


Listening to the Other Hand 
Bak. TG! 


Sweet and dainty, she was learning the 
Dolly Dimple waltz. But her right hand 
would insist upon playing every time the 
left hand played, instead of holding the 
dotted half note its full value. When 
the teacher suggested that the right hand 
should listen to the left hand, holding its 
tone until the left hand was ready for 
its companion to come in, the desired effect 
was produced and one more _ problem 
solved, which might have hindered this 
dainty miss from reaching music land, 


strongly the B-flat on the third beat of measure 
three. In like manner, emphasize the “A” four | 
measures farther on. 


The Song of the Sea Shell, by Ella Ketterer. | 


f you are lucky enough 
to live near the ocean, you 
have sometime walked along 
the beach and picked up 
some shell you saw lying on 
the sands. Putting the al 
to your ear, you then hear 
a faint melodious murmuring, 
as though the shell were tell- 
ing of all its experiences in 
the briny deeps. The song’ 

was not very distinct, and it 
remained for Ella Ketterer to listen more care- 
fully than anyone else and write the song down 
for boys and girls to play and love. Here it is, 
and also it is accompanied by a most expressive 
poem by the composer. 

Very frequently 6/8 time is 


used for songs | 


of the sea or boat songs, and so forth. 


Overholl. 


Regimental Parade, by Charles 

Stalwart and handsome in 
their red, gold-trimmed uni- 
forms, the regiment is on 
parade—and, here they come, 
marching right into the pages 
of our very own JUNIOR 
Erupr. We are sure you 
will give them a hearty wel- 
come. 

The bugle cu ms the be- 


ginning of Mr. ets s | 
march brings us to ‘‘atten- | 
tion.” Then follows the fine melody in the key! 


of F. Notice particularly the strong third _beat | 
accent in measures ten and twelve. This is in‘ 
true band style. 

In the middle part of the march the left hand \ 
plays a nice tune, like a trombone in effect. 
All of you know what that peculiar looking | 
instrument is. Unfortunately, today it is not | 
so highly regarded as formerly, being relegated 
mostly to the improper land of Jazz. 


Dear JUNIOR ETUDE: 

I take music lessons in a city six miles 
from here. I walk most of the time, as) 
there is no good train connection. I am in| 
grade five. My teacher is very kind and) 
never gets cross, yet she is strict about) 
time and fingering. | 

From your friend, 
Ernest Horr (Age 14), 
Wisconsin. 

N. B. Walking six miles for music 
lessons is a splendid thing to do and shows. 
that Ernest is well named, for he is earnest. 
and ambitious in music, 


Answers to 


(Can You Gell? 


’ SEE PAGE 337 OF THIS ISSUE 


Group 
No. 24 


1. A Chromatic Scale is one 
composed of all the half- 
tones of a key in their regu- 
lar order. 

2. Sf and sfz are abbreviations 
of sforsando, which indicates 

the use of an explosive tone, 
beginning loudly and at once 
diminishing to soft. 

. Edward MacDowell. 

. C-sharp, E-sharp, G-sharp, B 

. C-sharp, E-sharp, G-sharp, B. 

. Rossini’s “Il Barbiere di 
Siviglia (Barber of Seville)” 
by the Garcia troupe, in New 
York, on November 29, 1825. 
7. By raising its third a half- 

step. 

8. From At Dawning, by Cad- 
man. 

9. At a performance of “The 
Beggar’s Opera,” at Upper — 
Marlboro, Maryland, on Sep- 
tember 14, 1752. 

10. Bb, Ab, Gb, F, Eb, Db, C, Bb. 


WATCH FOR THESE TESTS OF YOUR STORE 
OF KNOWLEDGE, APPEARING IN BACH 
ISSUE OF ‘“THE ETUDE MUSIC MAGAZINE,” 
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DELIGHTFUL PIECES FOR JUNIOR ETUDE READERS 
——=* 
: SONG BIRDS’ RETURN __. 


A study in grace notes. Grade 24 
Tempo di Vals 


333, 361, 369 


SWING HIGH, SWING LOW 
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_The very easiest piece. Grade 1 
Tempo d 


~~ 


THE ETO Dl 
ROBERT NOLAN KER 


SKIPPING ON THE LAWN 


MAY 1929 
Sprightly M. M. ¢=108 


A study in rhythm and the 


staccato touch. Grade 2. 
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HE ETUDE 


Ghe Helpful Word 


By LuciLLE NANCY WAGENFELDT 


Many A Puri does not advance quickly 
his stucy of music because he has be- 
me discouraged. This discouragement 
kes him disinterested in his work and he 
unable to kindle any enthusiasm. One of 
e things that so often causes this is 
issed lessons or lessons taken irregularly. 
lis not only makes the student become 
different but also has a great tendency to 
use the teacher to become discouraged. 
hy should missed lessons have this effect ? 
Because, when a lesson is missed, the 
ild has nothing that is new for him to 
ok forward to and conquer. There may 
- room for much improvement on the 
d "lesson, but it is the new one which 
eates his interest. He is given a new 
ece. His teacher plays it for him. It is 
etty. He naturally becomes anxious to 
t to work on it at once so that he will 
_ able to play it for the enjoyment of 
s friends and relatives. ‘ 
Suppose several lessons have been missed 
id there are no new pieces or etudes, not 
en a new scale. The old ones have been 
ayed until they have become tiresome. 
e is now merely “practicing his hour.” 
he incentive and desire are both gone. 
I have found the following method suc- 
ssful in encouraging and recreating in- 
rest. Look for something that you are 
ire will appeal to the pupil. Then, when 
> comes for his lessons, instead of giving 
ie usual instruction, take that period for 
ipervised practice. Having lost interest 
/ practice on account of missed lessons, 
ie pupil has undoubtedly fallen into some 
id habits. Forget the old work and start 
im on something new. Let him practice 
under your guidance and supervision. 
how him the correct way to study as his 
lea of practice may be somewhat hazy. 
correct practice will also prevent ad- 
ancement and make him become discour- 
zed. 
At the end of the lesson period the pupil 
ill be able to see that much has been ac- 
»mplished. Encourage him in what he 
as learned during this one period. Have 
im take this lesson which he has been 
racticing with you (maybe with something 


entirely new added to it for him to work 
out for himself) and study it at home in 
the way you have shown. Impress upon 
him the importance of having his lesson 


‘regularly, and having a regular period 


every day for practice. 

The story is told of George Frederick 
Handel who, when a very small child, 
showed a great tendency toward music. 
His father, wishing his son to become a 
lawyer, did not care to have this interest 
grow and did everything in his power to 
thwart it. So great was his opposition that 
Handel was not allowed to attend school, 
for there children were taught the scale. 
No member of the family was permitted 
to make any music in the home, and the 
child was forbidden to visit any house 
where music could be heard. 

There was one of the family group, 
undoubtedly his mother, whose heart was 
touched. She determined that little 
George’s life was not to be entirely with- 
out music. A dumb spinet was smuggled 
into the garret. It is called a “dumb spinet” 
because the strings were muffled in such 
a way that Handel could hear the music, 
but it could not penetrate beyond the walls 
of the room. It was here that he did his 
practicing. 

After this had been going on for some 
time, and Handel was seven years of age, 
he went with his father on a journey to 
the Duke of Saxe-Weissenfels. His father 
did not wish him to accompany him, but so 
great was his determination to go that he 
van after the coach in which his father 
was traveling. His father, seeing his per- 
sistency, finally yielded. When he arrived 
at the palace of the duke, he played on 
the chapel-organ. This attracted the duke’s 
attention, who was astonished at his ability 
and advised his father to engage an in- 
structor for him. 

Every musician has heard of Handel, 
and it is because of the encouragement he 
received from his mother as a wee child, 
from the duke and others, that he de- 
veloped into one of the world’s greatest 
musicians. 


What Pakes @ounting Aloud Difficult 


By Mary WATERS 


CERTAIN experience has taught the 
iriter to be very patient with pupils who 
eem to be willing but not able to count 
loud. 

The first light on this subject came from 
yatching a little girl whose fingers flut- 
ered rather uncontrollably while playing 
cales. Too, the child did not talk very 
lainly but with a slight impediment of 
peech. It was almost impossible to keep 
er counting aloud, although she had a 
ery good sense of time while playing. 

So the teacher’s thought took this 
ourse: “This pupil lacks a proper cor- 
elation of mind and nerves. In other 
rords, she has poor muscular control. She 
; amiable, willing and tries to be obedient. 
“he trouble is not in her disposition. She 
3 very musical, 

“There must be a poor connection along 
he nervous electric system like a poor con- 
ection on the telephone.” 

In reaching this conclusion the teacher 
vised the girl’s mother to encourage her 
o “speak pieces,” recite the multiplication 
able and spell aloud, also to help her en- 
rage her hands in cutting out pictures, 


sewing and so forth, to develop control 
and deftness. 

The results were prompt and gratifying. 

Since then, when pupils are very back- 
ward about counting aloud, this disability 
las nearly always been observed to belong 
to those who do not talk very much, to 
whom vocal enunciation is a real muscular 
task. If others in the room as a rule do 
all the talking, and the pupil seems to have 
nothing to say, it is needless to look for 
very good counting from that child. He is 
silent because it is too much of an effort 
for him to speak. 

To help him he should be asked to count 
aloud a little while every day without play- 
ing. He should not be scolded nor excited. 


Teachers’ Normal Session 


Qourses in TRINITY PRINCIPLE PEDAGOGY, 
MUSICIANSHIP, and how to teach the BEGINNER to 
PLAY in the FIRST LESSON. 

Courses taught by correspondence and personal 
work. SIGHT SINGING without ‘‘do re mi’’ ‘‘num- 
bers,’’ “‘intervals.’" MODULATION COURSE — Not 
Orthodox Harmony Rules. 

Send $2 for Rhythm Lesson One Booklet and Construc- 
tive Music Book. Associate Teacher in Every State. 


Address, EFFA ELLIS PERFIELD 
121 MADISON AVE. [COR 30TH ST. ] NEW YORK CITY, PHONE ASHLAND 5551 


Ask for our circular of EDUCATIONAL MUSIC BOOKS for Schools, 
Academies and Colleges including Text Books, Reference Works and Collections 
THEODORE PRESSER CO., 1712-1714 Chestnut Street, Philadelphia, Pa. 


When you write to our advertisers always mention THE ETUDE. It 
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NEW YORK SCHOOLofMUSIC and ARTS | 


310 West 92nd Street, New York City (At Riverside Drive) 
RALFE LEECH STERNER, Director 


—————— 


Special Summer Courses for Teachers 


Starting May 15th Students Can Enter Any Day, Six 
and Ten Weeks Courses. Regular Faculty of Celebrated 
American and European Artists in Attendance All 
Summer. Dormitory in School Building, Beautiful 
Rooms, Private Baths, New Pianos. 


Send for Catalogue, Summer Leaflet and Biographies of Teachers 
Telephone Schuyler 41-40 


INSTITUTE OF MUSICAL ART 
of the 


JUILLIARD SCHOOL OF MUSIC 


120 Claremont Ave. New York City 
FRANK DAMROSCH, Dean 


A school for serious students. All branches. Moderate tuition fees. 


SPECIAL ANNOUNCEMENT 


All talented advanced violin students will come under the personal 
observation and instruction of 


PROF. LEOPOLD AUER 


VIRGIL SCHOOL OF MUSIC 


Founded by the late A. K. VIRGIL 
(Originator of the Virgil Method, Inventor of the Virgil Practice Clavier) 
° For Teachers, Players and Earnest 
Special Courses Students of All Grades 
For all particulars address: THE A. K. VIRGIL CLAVIER CO., or 
MRS. A. K. VIRGIL, Director 


Phone Trafalgar 9349 411 WEST END AVENUE 
NEW YORK 


NO OTHER ADDRESS 


GRANBERRY 


PIANO SCHOOL 
Special cultural and professional advan- 


“and 149 East 61st St., New York, N. Y. 
dae Residential Halls. Unequaled Bor PIANISTS, ACCOMPANISTS ak 


The demand for qualified supervisors 
and teachers of Public School Music ex- | E yaN% Cc Hi E R. Sey, 
ceeds the supply. Placement and Contin- 


uation Service for all students. MUSICAL DEVELOPMENT THROUGH 
Two, Three and Four Year Courses. SIGHT-TOUCH and HEARING. Booklet 


Four-year Course leads to Mus. B. Degree. 
Vocal and Instrumental Courses. Summer 
Sessions. Accredited in N. Y., Pa. and 


other states. Summer Sessions begin June #@ Th €. 1% oo DRAMA:DANCE 
3rd and July Ist. Catalog. ie YEAR 


Albert Edmund Brown, Dean 


ELOCUTION, MUSICAL COMEDY,PHOTOPLAY 
Art of SINGING, Elective Courses tor Stage, 
Teaching, Directing and Personal Culture (Ap- 
pearances while learning) Student Stock Co. and 
Art Theatre Stress Personality, Artistry, Debuts 
and Placements. Pupils—Mary Pickfor Mary 


ITHACA INSTITUTION 
OF ADVIS Nash, Taylor Holmes Eleanor Painter, Dorothy 
PUBLIC SCHOOL ARSE: fat, Phe, Astin, Fae rae Bol Sere 


Catalogue of Study 


MUSIC Wm, A. Brady desired Mailed Free. 
Sir John _. ALVIENE UNIVERSITY 
Mardi Bavey 66 WEST RIGHTY FIFTH STREET 
301 DeWitt Park, Ithaca, N. Y. J.J. Shubert (ext. 3°M 


MUSICAL - 
INTERNATIONAL CATIONAL AGENCY 
MRS. BABCOCK 
OFFERS Teaching Positions, Col- 


CONWAY i522 

BAND SCHOOL 
Prepares for Leadership in Community, School and 
Professional Bands. Private and Class Instruction; 
Teachers of national renown; Conducting and Band 
Arrangements; Daily Band Rehearsals under Dean 
Conway; Large Symphony Orchestra. Large Band. 
Library. Degrees. Dormitories. Gymnasium 
Under personal direction of the famous band 
leader, Patrick Conway. Catalog. 


601 De Witt Park, Ithaca, New York 


leges, Conservatories, Schools. 
Also Church and Concert Engagements 


CARNEGIE HALL, NEW YORK 


© Jidestand mostpracticalsystem. 
r 1 The Courtright A great opportunity for teachers 
Etude advertisements, promptly | System of Musical t specialize in this unlimited 
answered, delight our Readers with | Kindergarten field. Write for particulars in 


1 correspondence course. 
Results. Mes.Lillian Courtright Card, 116 Edna Ave.,Bridgeport,Conn, 


MRS. A.M. VIRGIL {80 "comboser 


Originator of the VIRGIL METHOD 


Continuous Director Since 1891 of the 


VIRGIL PIANO CONSERVATORY 
Send for Catalog 139 West 72nd St., New York City 


identifies you as one in touch with the higher ideals of art and life. 


” 
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COMMENCEMENT PRIZES AND 
AWARDS 


Annually, at this season, many of our 
friends among teachers, not only those in 
schools, colleges and conservatories, but 
many with private classes as well, utilize 
our service to obtain the necessary awards 
and prizes for graduates and pupils who 
have earned promotion and awards of 
merit. 

Our folder ‘Commencement Music” 
gives a comprehensive list of the articles 
available, such as medals, brooches, music 
motto pins and diplomas, certificates and 
reward cards. Send for your copy of this 
folder today! 

The months of May and June find the 
expert penmen and engravers who are en- 
gaged, respectively, in engrossing diplo- 
mas and certificates and engraving medals 
and musical jewelry awards with the 
names of the recipients and other data, 
very busy and we cannot urge too strong- 
ly that those of our patrons who intend 
to have such work done, place their or- 
ders a sufficient time in advance of the 
date when needed so that last minute de- 
lays and vexatious disappointments may 
be avoided. At least 10 days or two 
weeks should be allowed for such special 
work, The charges for this service are 
as reasonable as possible and cheerfully 
will be quoted upon request. 


SuMMER Music Srupy 


It is very gratifying to those taking 
joy in music progress in this country to 
note that in recent years great hosts of 
students have flocked to leading schools 
and colleges for special summer courses 
of study in all branches of music. Among 


those attending these classes are not 
only earnest students, but progressive 
teachers seeking to fit themselves for 


greater success in their chosen profession. 
Unfortunately, everyone is not so situated 
as to make it possible to afford the time 
or the money to attend special summer 
classes in a distant location. These in- 
dividuals must depend on the offerings of 
local teachers, and it is therefore an ob- 
ligation to the community that every 
teacher endeavor to provide opportunities 
for summer music study. 

Even though teachers continue their 
regular courses of teaching, there is much 
to be gained in conducting special classes 
such as History or Harmony classes. His- 
tory classes for little tots can be worked 
out excellently with the use of Cooke’s 
“Young Folks’ Picture History of Music,” 
or, for those above the juvenile stage even 
including adults, the same  author’s 
“Standard History of Music” is an ex- 
ceedingly popular textbook. Beginners’ 
Harmony classes or advanced Harmony 
classes are best cared for by the widely 
used “Harmony Book for Beginners,” and 
the book intended to follow it, ‘Theory 
and Composition of Music,’ both by 
Preston Ware Orem. 

Another vital, important thing for the 
teacher to consider at this time is the 
excellent opportunity to secure beginners 
in music by organizing a Piano Study 
class for kindergarten and primary grade 
youngsters while they are free from 
regular school studies and their mothers 
are receptive to suggestions for anything 
that will occupy safely the great amount 
of playtime available in summer months. 
The teacher can make these beginning 
piano classes exceedingly enjoyable and 
virtually ‘“playtimes” by using the re- 
markable book for very first piano in- 
struction, “Music Play for Every Day.” 


«i Publisher's Monthly L 


A Bulletin of Interest for All Music Lovers —” 


buy and everybody must sell. 
of money bequeathed to them. 


deal with such a teacher. 


by just having “Music for Sale.” 


value available from us. 


WHAT DO YOU SELL? 


HE whole world pivots around buying and selling. Everybody must 
Some sell only their time or the use 


success in life sell something in addition to these things. 
music teacher is the one who has never stopped absorbing knowledge so 
that his buyers get something more than lesson time. 
| is the one who has burning continually that wonderful spark of desire to 
give out to others something that will make their lives greater and grander. 
Nothing can be of more value to the buyer of a musical education than to 


Then there is the music publisher or music dealer who could not exist 
The continued success of the Theodore 
Presser Co. is due to the ideals set forth years ago by its founder of giving 
real service and genuine help to the music profession. 

The daily efforts of our organization are so to supply the needs of the 
music profession with information, suggestions and music as to make it pos- 
sible for our thousands of patrons to know that there is a service of great 
We invite you to make use of it. 


Those who get the real joy and true 
A successful 


The real teacher 


Advance of Publication Offers—May, 1929 


Paragraphs on These Forthcoming Publications will be found under These Notes. 
These Works are in the course of Preparation and Ordered Copies will be 
delivered when ready. 


ALGERIAN. Dances—Pi1ano—R. S. SrouGHTon.60c 
Buive Ripce Ipyts—P1ano—LI Ly StrRICKLAND.60c 
Boox oF TRIOS FOR PIANO, VIOLIN AND CELLO.75c¢ 
CHANGES oF Position —- VioLin — SEVCIK, 


LO) ah ee Ere ee me CIRC Or Le a cot a ary mato Oc 
Criassic AND Mopern BanD AND ORCHESTRA 

Cotitection—Jos. E. Mappy Anp WILFRED 

W TuSON—PARTS,, (EACH. cg ste e erals meverebee niece 25c 

Prano ACCOMPANIMENT TO ORCHESTRA...-. 40c 
Concert ORCHESTRA FOLIO—PARTS........+- 15c 

PIANO. ACCOMPANIMENT «.<.«.¢ \sreviplt sss oye cue 30¢ 


Easy CoMPOSITIONS FOR THE. DEVELOPMENT OF 
TecHNIC AND TonaLity—Pr1ano—Wricut. .25¢ 
Fipptin’ ror Fun—Rog Roy Prerry......-- 40c 


Harpy Days 1n Music PLtay—SEQueLt TO 
Music Puay For Every Day—PIANoO...... 60c 

HELLER—PHILIPP—STUDIES IN MUSICIANSHIP 
—Piano—Booxk 4, .......- ts a aa rieeeds stlete 60c 


How to Master THE VIOLIN—FReEpDERICK E, 
be; ee EE een ioc Shae aa $1.00 


Lewrer’s ENSEMBLE METHOD, VIOLA, CELLO 
AND Bass Parts—Wi Li H. Bryant—£AcH.35e 


Licgur Opera PropucTtIon—GwyYNNne Burrows,60c 
NECESSARY JINGLES FOR THE PIANO—BLANCHE 


Pox -STEENMAN  \iccacics titer enies oleieeisicule eine 30c 
New Prano AtBuUM FoR YOUNG PLAYERS... .35¢ 
Our Lrrrre AmeRIcAN CousIns—LALLA 

REMC RS yo sag WN Gals oo cynic on eae pe 30¢ 
ReouieM Mass’ For Two-Part CHorus— 

GEOPABREZT ann Ge «epi een eet 35c 


SHEPHERD, THet—Musicat Pray—MatHiLpE 


BIL BROS 35 digested cus ose ee rte eee 35c¢ 
Six Srupy Pieces ror tHE Lerr Hanp 
IALONE——BERGRR) <isicre «al Sart Oe eee OS 
Tue Temprst—Svuite For Orcan—H. J. 
STEWART © cticiahs (dsl Satereta: onpaathact iets On me Perea 60c 
Turee Dances From Henry VIII—Piano— 
PRR MOANG 15 orac.p/ noah) <0 Duatah ds eR acres chee 40c 


Tue Joy or Garntnc Musicar 
KNOWLEDGE IN THE SUMMER 
Monrtus 


Very few of use have been guiltless in 
the matter of failing to carry out com- 
pletely plans made in past summers for 
self-improvement. Whether we have or 
do not have this weakness of being di- 
verted from our plans, it would be a 
profitable piece of self-discipline to make 
plans right now for use of available time 
this summer for gaining greater musical 
knowledge. Well-laid plans will be more 
certain of fulfillment than resolutions 
without plans. There is no doubt that 
knowledge is a great asset. 

If you are a music lover, the greater 
your knowledge of things musical, the 
greater will be your enjoyment of music. 
If you are a music student, your interest 
in music will be intensified and progress 
in music study will be more rapid be- 
cause of an intelligible approach. A pro- 
fessional musician, whether teacher or 
artist, is in a more secure position when 
in possession of a wide knowledge of 
vital music subjects. 

There are ever so many worthwhile books 
which provide a fund of information on 
Musical History, Musical Biographies, 


Musical Appreciation and other interest- 
ing subjects. ‘The Descriptive Catalog of 
Musical Literature Works,’ which may 
be had for the asking, lists and describes a 
fine group of books we heartily recom- 
mend to music teachers, music students 
and music lovers. Send a_ postal for 
this catalog now to aid you in selecting 
several books to be read this summer. 


A ParisIAN SERENADE 


Our cover for this month gives us a 
glimpse of that fascinating section of 
Paris located on the Butte known as 
Montmartre (The Mount of Martyrs). 
Here are found some of the strangest 
contrasts in the French Capital. After 
passing cabarets and music halls from the 
Moulin Rouge and the Gates of Hell we 
ascend to the peak to find one of the most 
impressive churches in the world— the 
Basilica du Sacre Coeur. Once there, one 
can look from the top of this miniature 
mountain located in the heart of a great 
city over that metropolis of romance, 
tragedy and light—Paris. Here live, amid 
the queer mixture of garrets and odd 
roofs, numerous students of art. Mr. F. 
Sherman Cooke, the artist, has caught a 
bit of this romance in “| Parisian Sere- 
nade.” ; 


- 


- 


A strenuous soul hates cheap successes. 


—Ralph Waldo Emerson 
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MUSIC STUDY 
EXALTS LIFE 


Happy Days In Music Pray — 


“Please let us have something to fol- 
low ‘Music Play for Every Day’ that 
will not let down the enthusiasm of our 
pupils. We have never known such en- 
thusiasm and such results from any other 
book.” 

It is in response. to requests like this 
that have flooded in upon us from ir- 
repressibly enthusiastic teachers who have 
tried out “Music Play for Every Day” 
that we have prepared its sequel or sec- 
ond book’ for the second grade pupil. 
It is to be called “Happy Days in 
Music Play.” We feel that this book is 
nothing short of an epoch making achieve- 
ment in the history of musical pedagogy. 
Ther has never been anything like it be- 
ore. 

“Happy Days in Music Play” takes up 
all the good points of “Music Play for 
Every Day” and advances them in a 
manner which will \be a real joy to our 
teacher friends. One thing that the book 
will do, is that all pupils who use it will 
have a new and exalted conception of 
music asa whole, a necessity in life and 
not as a kind of toy. We predict that 
this book will do more to build business 
for the teacher than anything that has 
ever yet appeared. 

It is impossible for us to describe it in 
detail. You will simply have to see it 
to understand why we are so “superlative” 
in our descriptions. The advance of pub- 
lication price on this book will be 60 cent 
a copy, postpaid. 


New Music ror SUMMER ~ 


TEACHING 


The vacation season presents many op- 
portunities to start young beginners in 
music as well as for older students to take 
up delayed work or practice; consequent- 
ly, large numbers of teachers are almost 
as busy in summer as in winter. It is a 
notable fact that in recent years the sum- 
mer demand for music has enormously in- 
creased. What was formerly the quintes- 
sence of seasonal dullness has taken on an 
activity that is truly remarkable. 

In this connection our Summer Packages 
of New Music, either piano or vocal, are 
of great help, both to the teacher and the 
student. The piano numbers include pieces 
in the early and moderately advanced 
grades—the vocal numbers consist of sec- 
ular and sacred solos for various voices. 
Any of this music, if not used, is return- 
able for credit. The first lot of each kind 
will be sent out in June, the second in 
July and the third in August. Taking 
the Summer New Music On Sale does not 
prevent ordering larger or more specific 
supplies of On Sale music. We are al- 
ways ready to meet the wants of individ- 
ual teachers in the usual way but the ob- 
ject of this notice is to direct particular 
attention to the summer assortments de- 
scribed above. A post card request men- 
tioning Summer New Piano or~ Vocal 
Music will place any teacher’s name on 
the mailing list. : 


ConcerT OrcHESTRA FOLIO 


‘ 
gE 

The special introductory offer on thi 
work will be continued during the current 
month, but we expect to deliver copies 
those who have ordered them durin 
last few days in the month of April. f 
feel sure that all will be pleased wit! 
this work. : . 

The special introductory price in a 
vance of. publication for the instrumen 
parts is 15 cents each, postpaid, and 
the piano part, 30 cents, postpaid. 


* For Fun, or PLAYTIME 


R THE YOUNG VIOLINIST 
gop FoR THE YouNGrsr BrGinner 
By Ros Roy Prrry 


1 arranging the material in this little 
| the purpose has been to present 
‘that will genuinely interest the 
beginner at the very first lesson. 
le stories in rhymes with illustrations 
oduce the first studies—in fact these 
form the rhythmical basis of the 
parts. The finger position of the 
on the G String (second and third 
close together) is used as a finger 
n on all strings. The book is adapt- 
ther for private or class instruction, 
ear, concise manner in which the 
y points are taken up making it 
ally practical for the latter use. At 
ly stage} little melodies are intro- 
giving the beginner added incen- 
practice. 

‘special introductory price in ad- 
of publication is 40 cents a copy, 


* 


Ps CHANGES oF PosiTion 
Sruprmes ror rire Vor 
By O. Srycix Op. 8 


valuable set of studies completes 
roup of Seycik works which is sched- 
be added to the Presser Collection. 
1 studies. already published have met 
h great favor among violinists, both 
ers and students, the former being 
cularly impressed with the superb 
iting of Mr. Otto Meyer, . authorized 

ik representative in this country. 
studies may be taken up after a 
lent has learned well to play in the 
st position and is about ready to begin 
rk on the higher positions. The ad- 
ice of publication price is 30 cents a 
y, postpaid. 


Book or Trios 


_ For Prano, Viotry anv CrLio 

This is a book of gems for trio players 
have not yet reached the stage where 
are ready to take up the larger classic 
. It will contain effective arrange- 
of some of the finest numbers in 
atalog and also a few suitable melodic 
ks by some of the standard writers. 
is will be a book the contents of which 
not be found in any other similar 
The arrangements have all been 
e with the greatest care and the string 
have been kept within reasonable 
unds. The’ cello part, in particular, 
not go out of the bass clef. There is 
ty to do for all three players. 

special introductory price in ad- 
e of publication is 75 cents per copy, 


NECESSARY JINGLES 

For tue PraNnororte 

_ By Buancur Fox Strenman 

this little work which is aptly illumi- 
by the means of appropriate verses 
pen drawings, the subject of scale 
aration is dealt with in a very thor- 
) manner. Beginners’ books, as a rule, 
the scales and tonality exercises with 
- or no preparation. In this respect, 
new book will prove a valuable ad- 
to any elementary method for the 
ei student. 

al introductory price in ad- 
publication is 30 cents per copy, 


Tue Tempest 

Surre For OrGAN 
By H. J. Srewarr 
il organists, picture players, stu- 
nd teachers will all find something 
est in this fine new Swite for the 
“The six numbers are of moderate 
nelodious and highly characteristic 
They are modern in their use of 
ources of the organ and in their 
treatment generally. Further- 
are well within the range of the 


Lp! price in ad- 


pub: n is 60 cents per copy, 
aes be es in! 4 
oat. ; 
Men A a4 


at the special price of 35 cents each. 


Easy ComposiTIONS FOR THE 
DEVELOPMENT OF TECHNIC 
AND TONALITY 
For rue PIANOFORTE 


By N. Louise Wricur 


This excellent little study book will be 
ready very soon. In this book special at- 
tention is given to developing keys having 
more flats and sharps. In so many books 
of easy grade, one finds only three keys. 
As in all of Miss Wright’s works, the 
melodic side is more particularly stressed. 

The special introductory price in ad- 
vance of publication is 25 cents per copy, 
postpaid, 


Srupizs IN MusiIclANsHIP 


For sur Pranororre—Boox Four 
Se.ecr Srupies rrom StepueN HeELier 
Eprrep sy IJstpor PHimipp 
Just as in literature there are standard 
sets, so in piano technique material there 
are writings accepted the world over as 
essential to the foundation work and the 
sure progress of the piano student on 
up to the stages of virtuosity. Among 
the widely accepted writings of this char- 
acter have been the pleasing works of 
Stephen Heller. It is therefore of great 
import to the piano teacher that a se- 


lection of the best and most useful of 
Heller’s studies has been made by a 
master pedagog and progressively  ar- 


ranged throughout the four volumes of 
which this compilation of studies is being 
issued. 

The first three volumes are already on 
the market, priced at $1.25 each. The 
fourth volume is still in the hands of 
the printers and therefore opportunity 
is being given prior to its appearance to 
secure a copy at 60 cents postpaid, 
through the sending in of an order in ad- 
vance of its publication. 


CLAssic AND Mopern BAND AND 


ORCHESTRA COLLECTION 
By Joseru EK. Mappy anv Witrrep Witson 


At this time of the year when Conven- 
tions of Music Supervisors are being held 
and when the various school bands and 
orchestras are preparing exhibition pro- 
grams, special attention is being directed 
to this department of musical activity. 
Wherever there is school music, the names 
of Messrs. Maddy and Wilson are well 
known. This new work that they are pre- 
paring will prove to be one of their best 
efforts. It is especially well adapted for 
exhibition and contest purposes, since all 
of the arrangements are intended to be 
extremely brilliant without being too 
difficult. 

The special introductory price in ad- 
vance of publication for the instrumental 
parts, either for band or orchestra, 25 
cents each, postpaid; the piano accompani- 
ment to the orchestral version, 40 cents, 
postpaid. 


Viota, "Cetto AND Bass Parts 


TO LeHRER’s ENsemBLE Metuop 


By Wu H. Bryant 

Thousands of copies of Lehrer’s “En- 
semble Method for Violin Classes” 
been sold and because of the great satis- 
faction with this method there has come 
a demand, especially from those or- 
ganizing school orchestras for the vari- 
ous beginners, for first instruction ma- 
terial to permit students of the viola, 
cello and string bass to study side by 
side with violin students taking class in- 
struction with the use of Lehrer’s “En- 
semble Method.” 

It is a great source of gratification to 
us that we are now able to offer ex- 
cellently prepared parts for these in- 
struments, and thus, in one course. of 
study provide such a remarkable first 
course of study for the beginning of an 
orehestra. Teachers will find all this ma- 
terial an excellent aid to create & nucleus 
for a community orchestra and_ school 
supervisors looking after instrumental 
affairs will find this material indispen- 
sable. Any one or all of these three 
new parts to the “Ensemble Method” 
may be secured in advance of publication 


have ' 


Bue Ruivce Ipyts 
For tHe Pianovorre 
By Liry Srrickianp 
It is always a pleasure to us to receive 
a new manuscript from Lily Strickland. 
Mer splendid musicianship and seemingly 
inexhaustible fund of melodic inspiration 
are always in evidence. Particularly 
happy is this composer when she is writ- 
ing in the idiom of her native Southland. 
Blue Ridge Idyls will not only give the 
subscriber a set of fascinating piano com- 
positions but the book itself will be bound 
most artistically and will serve appropri- 
ately as a gift to a pianist. In advance 
of publication this work is being offered 
at 60 cents a copy, postpaid. 


ALGERIAN DANCES 
Surre For PIaNorortTe 
By R. S. Sroverrox 


Mr. Stoughton, who is so well known 
to the readers of Tur Erunr through the 
many excellent songs of his which have 
appeared in past issues, gives us in this 
Ballet Suite some solo novelties that will 
be sure to interest pianists. They are in 
real Oriental style and will prove admir- 
able for use in interpretative dancing, or 
as thematic material for the motion pic- 
ture performance. They may also be used 
as recreation material for piano students 
of about the 4th or 5th grade. In advance 
of publication we are offering this artistic 
suite at 60 cents a copy, postpaid, less 
than half of what the price will be when 
the book is published. 


Six Srupy Pieces ror THE LEFT 
Hanp ALONE 


By Francesco Bercer 

There have been certain teachers from 
time to time who have insisted that in 
studies especially, all passage work played 
by the right hand should be practiced also 
with the left hand. We know of one 
teacher who insisted that certain of the 
Cramer studies be played also in octaves; 
this is carrying it rather far, but neverthe- 
less it is essential that the left hand be 
developed to the highest degree possible. 
The earnest student who practices the 
Study Pieces for the Left Hand Alone by 
Francesco Berger will not only find in- 
creased facility in his left hand, but he 
will also gain decidedly in his musician- 
ship. These study pieces are of interme- 
diate grade. 

The special introductory price in ad- 
vance of publication is 25 cents per copy, 
postpaid, 


Turee Dances From Henry VIII 


For tur Prano 

By Epwarp GrrMan 
forthcoming addition to the 
Presser Collection will be an excellent 
edition of the extremely popular com- 
positions by Edward German comprising 
this suite originally written for the pro- 
duction of the play “Henry VIII,” in 
1892. Concert orchestras and solo pian- 
ists and violinists have made these num- 
bers so well known by many public per- 
formances that little need be said here 
to amplify the knowledge that most every 
one has of these delightful, character- 
istic dances, except to stress the fact 
that here is a chance to secure a superb 
edition of them while they are offered in 
advance of publication at the bargain 
price of 40 cents for the group in one 
book, 


This 


ReEQuiEM Mass 
For Two-part Crorus 
By Greremra M. Fasrizi 


There is a general demand for a work 
of this kind, a liturgical Requiem Mass 
that is adaptable to choirs, both of large 
and small membership, of moderate abil- 
ity as well as those whose experience is 
limited. Mr. Fabrizi has written an ex- 
cellent two-part Requiem Mass which is 
easy to sing, melodious yet dignified. This 
work will have the endorsement of the 
Society of St. Gregory of America. 

The special introductory price in ad- 
vance of publication is 35 cents per copy, 
postpaid. 

(Continued on page 408) 
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COMPETITIONS 
THE SWIFT AND COMPANY PRIZE of 


one hundred dollars, for a setting of Catherine 
Parmenter’s poem, “Outward Bound,” is again 
open for competition. Particulars from D. A. 
Clippinger, 617 Kimball Building, Chicago, 
Illinois. 

~~» 

THE PRIZE OF ONE THOUSAND DOL- 
LARS, offered by Alfred Seligsberg, through the 
Society of the Friends of Music, for a sacred or 
secular cantata suitable for use by that organiza- 
tion, is again open for competition till Novem- 
ber 1, 1929. Particulars may be had from 


ercoaed Coie 10 East 43rd Street, New York 
ity 


<¢ ————____—__ 


$40,000 IN PRIZES are offered to American 
composers. $25,000 will be given for the best 
work in any form within the playing scope of 
the full symphony orchestra: $10,000 and $5,000 
will be given for the best and second best com- 
positions within the playing scope of the Ameri- 
can dance, jazz or aoe concert orchestra. 
The symphonic contest closes on May 27, 1929. 
The popular contest closed October 29, 1929. 
Full particulars to be had from the Victor Talk- 
ing Machine Company, Camden, New Jersey. 
This prize, altogether unprecedented in size in 
the history of music, was announced at a dinner 
given to the profession in New York City and 
was received with great acclaim. 


¢—<—— 


A PRIZE OF $1,000 is offered by the 
National I*ederation of Music Clubs for a com- 
position in any torm for solo piano with or- 
chestra, to take fifteen to forty-five minutes in 
erformance. Particulars may be had from Mrs. 

C. Donovan, 1633 Shady Avenue, Pittsburgh, 
Pennsylvania. 

>——— 

A PRIZE OF ONE THOUSAND DOLLARS 
is offered by the Society of the lIriends of 
Music for a cantata for chorus, not less than 
two nor more than four, soloists and orchestra. 
The contest is international, will expire November 
1, 1929, and full particulars may be had from 
Richard Copley, 10 East 43rd Street, New York 
City. 

—_—_—_—_—_—— > 

THE EURIDICE CHORUS AWARD of one 
hundred and seventy-five dollars, for a chorus 
for women’s voices, is again offered. The com- 
petition closes October 1, 1929, and_ particulars 
may be had by addressing, Euridice Chorus 
Award, The Art Alliance, Rittenhouse Square, 
Philadelphia, Pennsylvania. 


ee a 


DARTMOUTH COLLEGE, through an an- 


onymous donor, offers a One Thousand Dollar 
Prize for a setting of Hovey’s poem, “Our 
Liege Lady, Dartmouth.”” The contest closes 
June first. Full particulars may be had from the 
Secretary of Dartmouth College, Hanover, New 
Hampshire. 

ee —ntoncereeeairareenne oe g)0 


THE NATIONAL CONTEST FOR YOUNG 
ARTISTS AND STUDENT MUSICIANS, for 
prizes and distinctions of moment is announced 
by the National Federation of Music Clubs, in 
connection with the Biennial Convention at Boston, 
in June. Candidates should at once communicate 
with their State Contest Chairmen as here given: 


Ala.—Mrs. H. Striplin, Selma. Ark.—Mrs. J. 
O. Tully, 1204 Bishop St., Little Rock. Ariz.— 
Mrs, A. G. Hulett, 318 W. Roosevelt St., Phoenix. 


Cal.—Mrs. W. V. Goodfellow, 1836 Whitley Ave., 
Hollywood. Colo.—Mrs. W. E. Martin, Fort 
Morgan, L. B. 707. Conn.—Mrs. W. McPhelemy, 


31 Fairview Ave., Danbury. District of Columbia 
—Mrs. E. W. Lovette, 1731 Connecticut Ave., N. 
W., Washington. Fila—Mrs. FE. R. Barlow, 
Winter Haven. Ga.—Mr. L. Chase, Chase Con 
servatory, Columbus. Jdaho—Mr. G. Sanford, 
Adalaide School of Music, Pocatello. J/—Mr. C. 

Edson, 240 E. Delaware Pl., Chicago. Ind. 
—Mrs. L. G. George, 639 _ rie. Woodruff, 
Indianapolis. Jowa—Mrs. J Hi es an, 907 
Perry St., Davenport. aig Peed 1 McGuire, 
1235 Reynolds Ave., Kansas City. iy. —.Miss M. 
E. Yager, Owensboro. La.—Mrs. L. Eastland, 
1210 La. Nat'l Bank, Baton Rouge. Me.—Mrs. C 


K. Fenderson, 146 Elm St., Saco. Md.—Mrs. G. 
R. Sappington, 606 W. 40th St., Baltimore. Mass. 
—Miss A. Hutchinson, 14 Wales St., Dorchester. 
Mich.—Mrs. M. D. Silver, 48 Marston Ave., 
Detroit. Minn.—Miss E. F. Hall, 2720 West 44th 
St., Minneapolis. Miss—Mrs. L. H. Martin, 
618 Bay St., Hattiesburg. Mo.—Mrs. F. C. Shaw, 
3711 Mercier St., Kansas City. Mont—Mr. R. 
Rauh, Stallings Building, Billings. Neb.—Miss 
E. L. Robbins, 1215 O St., Lincoln. N, J.—Mrs. 
W. B. Stewart, 23 W. Cedar Ave., Merchantville. 
N. H.—Mrs. M. 5S. Bergholtz, 241 Pearl St., 
Manchester. N. Mex.—Mrs. G, Thompson, Uni- 
versity of New Mexico, Albuquerque. WN, 
Mrs. D. Krey, 44 Palmetto St., Brooklyn. N. C. 
—C. J. Velie, Elon College. N, D.—Mr. J. E. 
Howard, Grand Forks. Ohi. . K. Eschman, 
Denison University, Granville. Okla.—Mrs. W. 
H. Crowder, 1715 South Troost Ave., Tulsa. Ore. 
—Mrs. C. Moore, 908 Studio Bldg., Portland. 
Pa—Mrs. S. L. Borton, 1300 De Kalb St, 
Norristown. R. I.—Mrs. C, Misch, 400 West 
minster St., Providence. 5. C.—Mrs. C. Summer, 
814 Henderson St., Columbia. S, D.—W. 
Colton, Vermillion. Tenn.—Mrs. B. E. Loveman, 
Riverview, N., Chattanooga. Texras—Mrs. L. 
Milam, 593 Pennsylvania St., Beaumont. Utal-— 
Mr. E. P. Kimball, Hotel Utah, Salt Lake City. 
Va.—Mrs. D. Barnum, 1543 Bolling Ave., Nor- 
folk. Wash.—Prof. Lawrence University of 
Washington, Seattle. W. Va.—Mrs. L. M. Bailey, 
Box 127, Montgomery. Wis.—Mrs. J. A. Hervey, 
441 Broadway, Milwaukee. W/yo.—Mrs. J. Me- 
Kay, 301 East 28th St., Cheyenne. 
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THE PRESSER~ 
PERSONNEL 


Introducing our 
patrons to the 
trained 


highly 


members of our 
staff who serve 
them daily. 


Miss Freda J. Channell is one of 
the mainstays of the Circulation 
Department of THe Erupr. She 
joined Tur Ervupp forces in 1918, 
coming from another publication 
house where she bad gained prev- 
ious experience in the details of 
recording and other matters in- 
py} cident to magazine subscriptions. 
| Her first. year here was as a 
fa) typist and then later she covered 
\Q@ work in connection with the mail- 
ing lists of this department. For 

| quite some time now, Miss Channell 
eZ . 
has occupied the position of a di- 
vision head in the Circulation De- 
partment, since this department is 
divided into sections for better or- 
ganization and ease in handling the 
large circulation lists of THE 
Etrupr. She is well fitted for her 
position, being watchful of the 
| work coming under her control and 
intelligently tracing out any irregu- 
| larities that arise either through 
post office errors, damaged labels 
or illegible writing. Her ever- 
present good humor is also a busi- 
ness asset in the assurance it gives 
of a desire to handle everything 
happily to the pleasure of friends 
and readers of THp ETUDE. 

We cannot help but think, when 
we present someone who has been 
connected with our Circulation De- 
partment for a period of ten years, 
that thousands who will read this 
personnel have been readers of 
THE Erupe for two, three and, 
some, even four times, the period 
in which Miss Channell has estab- 
lished a record for dependability 
and efficiency as a member of THR 
Erupr Circulation Department. 


New Piano ALBUM FOR YOUNG 
PLAYERS 


Our piano albums for young players, 
made up of attractive first and second 
grade pieces, are all highly successful. 
We now have a new one in preparation 
and it goes without saying that this vol- 
ume will contain numbers not to be found 
in any of the other books. Some of the 
most popular contemporary composers 
will be represented. Every number is a 
gem. This book will be of the series 
printed from special large plates. This 
greatly increases the number of pieces in- 
cluded. 

The special introductory price in ad- 
vance of publication is 35 cents per copy, 
postpaid. 


Tue SHEPHERD 


Musica Pray 
By Marrivpe Birsro 

This is a particularly interesting mu- 
sical play because it can be adapted to 
many different handlings in its rendition. 
It is an operetta that is ideal for those 
at about the high school stage of life, 
yet it can be presented by a more mature 
group or even singers not quite of high 
school age, and there would be no dif- 
ficulty in using a company of performers 
of almost all ages if conditions require 
such a combination. 

This may be held down to a charming 
musical entertainment of modest pro- 
portions or it may be elaborated to more 
spectacular scopes if there is dancing 
talent available or any one to train a 
group in the execution of dancing maneu- 
vers or stage figures. 

This will be perhaps the last month 
when this work will be offered in ad- 
vance of publication, the special price for 
this publication being 35 cents per copy, 
postpaid, 


Our Litrite AMERICAN Cousins 


Srx Cuaracteristic Pieces wir Worps 
For THE PIANOFORTE 
By Latra RycKkorr 
This is a most attractive new book of 
recreation pieces. They are in character- 
istic vein depicting various familiar scenes 
and characters. They are especially good 
on the rhythmic side. Such books as these 
are excellent to accompany any method or 
graded course. 
The special introductory price in ad- 
vance of publication is 30 cents per copy, 
postpaid. 


How to Master THE VIOLIN 
By Frevertick E. Hawn ~ 


This book is in no sense a method or 
instruction book. It’s much more. The 
author, Mr. Frederick E. Hahn, one of 
the most successful of American violin 
teachers, has given in this book a wealth 
of practical knowledge on violin playing 
gained through years of experience both 
as a concert soloist and as a teacher. It 
is easy to understand on the part of the 
students and will prove to be almost in- 
dispensable as a reference work. Valu- 
able hints on mastering the difficulties in 
some of the standard works of violin lit- 
erature are given together with sugges- 
tions pertaining to the practical applica- 
tion of some of the principles set forth 
in the Kreutzer studies. 

At the special price in advance of pub- 
lication of one dollar a copy, the ambi- 
tious student and the progressive teacher 
will be wise to order a copy of this re- 
markable work. 


Licut Opera PRODUCTION 
By Gwynne Burrows 


In young people there is always the 
urge to display their newly acquired 
knowledge, and experienced teachers and 
those who have under their jurisdiction 
groups of young people know that one of 
the safest and most attractive outlets for 
this enthusiasm is a production of a light 
opera, musical comedy, or operetta. With 
people who are experienced, the musical 
work of such a production is, of course, a 
simple matter, but the stage work—that 
is another matter. In this book the 
author gives complete directions that any- 
one who finds he is charged with the stag- 
ing of a production may readily under- 
stand. Everything from the selection of 
the play to the completion of the perform- 
ance is included, such as training the 
chorus, coaching the principals, stage de- 
portment, ete. At the low advance of 
publication cash price, 60 cents, this help- 
ful book should prove an excellent invest- 
ment for anyone interested. 


ADVANCE OF PUBLICATION OFFERS 


WITHDRAWN 


Studies in Musicianship, Book 3, Se- 
lected Studies of Stephen Heller in 4 
Books, edited by Isidor Philipp. By the 
time this issue of Tue Erupe reaches our 
readers we will have ready to place upon 
the market the third book of this epochal 
work, undertaken as a labor of love by 
the Professor of Pianoforte, at the Paris 
Conservatoire, Heller’s foremost living 
pupil, Isidor Philipp. The enthusiastic 
reception with which the first two books 
have. been met has been most encouraging. 
Every teacher should have this complete 
work in his library. Price $1.25. 

To A Katydid, Cantata for Children’s 
Voices by Carl Busch. This artistic set- 
ting of Oliver Wendell Holmes’ well- 
known poem should meet with much favor 
aniong those who have in charge the train- 
ing of children’s singing groups, particu- 
larly of School Music Supervisors. It will 
prove a splendid vehicle for demonstrat- 
ing the accomplishments of large, massed 
singing groups or may also be given quite 
effectively by smaller groups from one 
class or school. Price, 40 cents. 


THE ETUDE offers to its friends and 


readers an excellent classified advertising 


service. See Special Notices and Announce- 
ments on Page 330 of this issue. 


New Etrupe GALLERY oF MusIcAL 


CELEBRITIES 


We have prepared a special, attractive, 
loose-leaf scrap book or album (size 5” x 
644"—72 pages) for those who desire to 
cut out and preserve in permanent form, 
the splendid picture biographies now run- 
ning in Tue Erupe. These pictures neatly 
mounted in the album will prove to be 
an immense incentive to musical interest. 
Full instructions in each book. 

We will be glad to send you one of 
these books with our compliments for one 
new subscription to Ture Erupe Music 
Macazine (not your own). These books 
may be purchased separately for 25c each. 


Fing New Premiums 


On another page of this issue note the 
exceptionally fine rewards offered for 
securing new Erupe Music Macazine sub- 
scriptions. The merchandise selected is 
of the best and each premium or reward 
will bring immeasurable delight. Re- 
member it costs nothing in the way of cash 
—only a few minutes’ time explaining the 
merits of Tue Erupe to a musical friend. 

Why not go over your list of musical 
acquaintances—do them a good turn by 
making them Erupe subscribers and reap 
a handsome return in the way of these 
fine premiums? We will be glad to send 
you a list of additional gifts on receipt of 
post-card request. 


WARNING 
Fraud agents are about. We again 
earnestly caution our musical friends 


and subscribers against paying cash to 
strangers soliciting Erup—e Music Maca- 
zINE Subscriptions. Many good people are 
subscription agents, but, as a matter of 
precaution, insist on reading any contract 
before paying money. Do not permit any 
stranger to change a contract. The con- 
tract or receipt is furnished by the com- 
pany for which a legitimate magazine 
solicitor works, for the express purpose 
of protecting the public and preventing 
misunderstanding. We cannot be re- 
sponsible for the work of swindlers. 


CHANGES OF ADDRESS 


If you change your address for the sum- 
mer and wish Tue Ervupe to follow you, 
be sure and write us at once, giving us 
both your old and new addresses. We will 
be glad to see that Tur Ervune follows you 
to your summer home. 


Miusical Jenelry Novelties 


For Awards and Prizes at Graduation 


WINGED HARP 


10K Gold Clasp Pin.$2.00 
Sterling Silver Clasp 

Pirie Sees tate NaF eras) 
Gold Filled Clasp Pin .75 
Gold Dipped Clasp Pin .30 
Silver Dipped Clasp Pin....... 30 


This design also comes as a Stick Pin No. 34 


LYRE AND WREATH 


Prices of this number 
are the same as_ the 
Winged Harp. Also Stick - 
Pin No. 37. No. 17 


Special Club, Society or Class Initials will 
be eUAAAS on plain bar for 25 cents addi- 
tional, 


NOVELTY MOTTO PINS 


4 ia 


No. 21 No. 22 No. 23 
—— LOK GoldaGlasop invents: ae $1.00 
——Silvers@lMisp Pins. 3... see. Bae ts 


—Silver, Gold Plated Clasp Pin. 
—Gilding Metal Clasp Pin..... 


Same designs may also be had as Stick Pins 
Nos. 51, 52 and 53 


Complete Catalog, showing many more 
Musical Jewelry Novelties, ideal for Gradua- 
tion Prizes and Awards, will be sent free 
upon request. 


THEODORE PRESSER CoO. 
Music Publishers and Dealers 


1712-1714 Chestnut St. Philadelphia, Pa. 


ADVERTISEMENT 


~s 


THE ETUD 


THE PRESSER 
PERSONNEL 


Introducing our 
patrons to the 
highly _ trained 
members of our 
staff who serve 
them daily 


CH 
Sf 


jy; Pany we have much the spirit of 

ft jae ce ae all wish- |# 
ng to keep u e high standi AW 
of the famil ae z Lone 
risking it a 


"s 


In the Theodore Presser zt 


arent ae one 
an. ime for an 
selfish interest. It is gratifying tS 
those of us who can look back a 
number of years when the founder 
of the business was about every 
day and, in the smaller organiza- i 
tion of that time, doing everything |} 
to engender a family spirit, to see 
today with the organization nearly 
treble what it was twenty years 
ago, that there still exists that 
fine spirit 

Mrs. Adelaide B. Nichols is one of 
those who can think of these things 
in retrospection, since she joined the 
organization just twenty years ago {ik 
in 1909. Her start wasin Tur Hrupe | 
Circulation Department and after a |i 
period of a few years helping first ||! 
Tue Ervupp and then the Booker K 
ing Department, she was placed 


PELL, 


5S 


SE VE 


ps I 
(i) permanently with the Bookkeepin 
by staff. Since ‘ors, she has wager } 
Pa; vised one ledger group in our Ac- |k 
iH] counting Department. As our jf 
Ps charge account customers include | 
Sy active music workers throughout 
pd) the country, and in fact all parts 

@| of the civilized world, these ac- | 
fy; counts are divided geographically |) 
jy, and it is one of these geographical In 
Sz], groups that is under the manage- {ff 
Pa|| ment of Mrs. Nichols. This pleas- |} 
S ant and capable individual in our |P 
x) Bookkeeping Department is better |} 
(| able to manage account records for | 
fy) Our patrons because of a strong ff 
Pai| Sympathy for active musical work- K 
9} ers. Mrs. Nichols has been inter- |& 
bs) ested in music since a child and at 

@ one time played the organ in 
pg). church. 

@ 


THE G CLEF _ 
TWO PART CHORUS 
BOOK 


Price, 50 Cents 


Discounts on Quantity Lots 

A finer variety and a more useful col- 
lection of material in a compilation of 
nineteen numbers would be difficult to 
give. Everyone interested in the cho- 
rus work of schools, girls’ glee clubs 
- and women’s choruses should get this 
new collection. 0 


Examination Privileges extended to 
school supervisors and chorus directors 


THEODORE PRESSER CO. 
1712-1714 Cuestnur Sr., Putra., Pa 


Statement Made in Compliance wit 
the Act of Congress of 
August 24th, 1912 


STATEMENT OF THE OWNERSHII 
MANAGEMENT, CIRCULATION, ETC., ¢ 
TH Erupe, published monthly at Philade 
phi: Pa., required by the Act of August 2: 
Kditor—James Francis Cooke, Philadelpht 
Managing Editor—wNone. j 


Business Manager—WNone. t 

Publisher—Theodore Presser Co., Philade 

phia. * 
Owners 


Theodore Presser Co., Philadelphia, Pa. 
Estate of Theodore Presser, Philadelphia, Pe 
James Francis Cooke, Bala, Pa. 
The Presser Foundation, Philadelphia, P. 
Presser Beneficial Ass’n, Philadelphia, Pa. 
Known bondholders, mortgagees, and ot! 
security holders, holding 1 per cent. or mi 
of total amount of bonds, mortgages, or oth 
securities : 
None. i 
THEODORE PRESSER CO. | 
(Signed) D. W. Banks, Tre 
Sworn and subscribed before me this 20t 
day of March, 1929. : 
[SpAL] Joun DB. THOM 
(My commission expires Mareb 7, 1938.) 


